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Summary 
This paper consists of two parts. The focus of Part I is the 
symbol of the mountain and its metaphoric use in art history 
and in the mythology of many cultures. Part II links an 
examination of twentieth century contemporary artists and 
relevant issues, the mythology and historical references 
covered in Part I and the paintings that make up the body of 
the thesis. 
This study is concerned with the role of the symbol and the 
form of its interpretation in the expression of ideas and 
images that are relevant to it. These themes have been 
developed in order to place the paintings in a context of 
continuity and establish iconographic links with the past. 
One particular site has been chosen through which to examine 
the symbolic associations between the mountain and the 
metaphoric quest. The metaphor of pilgrimage to the site and 
of searching for a lost unity is implicit in this process. The 
realisation reached at the summit confirms the significance 
of this journey. 
Each painting is discussed and linked with the themes that 
are relevant to it, linking the research recorded in Part I with 
the execution of the paintings, aiming at a synthesis of 
theory and practice. 
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INTRODUCTION 
When the Olglala Sioux Indian, Black Elk stood at the top of Harney 
Peak in South Dakota and surveyed his world below he was 
participating in a tradition that has deep roots in human history. 
There have been few cultures where mountains have not been 
viewed with awe and reverence, or have not associated them with 
gods or spirits of some kind. Although they are often difficult to 
reach, mountains rise dramatically on the horizon of mankind, their 
unexplored heights becoming a metaphor for the path from the 
concerns of our physical experiences of survival to the attainment 
of spiritual goals of enlightenment and a divine realm of existence 
beyond our world of the ordinary. 
At the age of nine Black Elk experienced a vision in which he stood 
on top of a high mountain which he described as standing at the 
centre of the world. From this vantage point he was able to see the 
destiny of his people, the spirits then told him he would have the 
power to heal hiS" people and lead them through the difficult times 
ahead. 1 
The peak that Black Elk described as the mountain at the centre of 
the world he later identified as Harney Peak, the highest mountain 
in the Black Hills, a range of mountains sacred to the Sioux people. 
During an interview later in his life the old medicine man was to 
remark that this central mountain could be anywhere. 
This centre, this point of total awareness can be 
found anywhere - if a person can recognize it in the 
spot where he finds himself.2 
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The sense of omnipotence Black Elk experienced links with many 
stories of visions and revelations that people have told for 
centuries. Throughout the world people of traditional religious 
cultures, both Eastern and Western, have looked up to mountains as 
symbols of hope, places of transformation and transition to higher 
levels of spiritual experience. They become manifestations of an 
ultimate reality and embodiments of the unknown. 
The Old Testament of the Bible records the story of Moses 
ascending the mountain and receiving the ten commandments; the 
basis of law and ethics in our modern western society. 
The perfect cone of Mount Fuji in Japan represents, for the Japanese 
people, the ultimate embodiment of the divine light of spiritual 
wisdom. Recorded in an early Buddhist text is the story of Shotuki 
Taishi, a famous prince of the sixth century who went to the 
summit of Fuji and descended into the centre of the crater itself 
where he encountered a fire-breathing dragon coiled around a rock. 
When he spoke to the dragon it turned into the Buddha of AII-
Illuminating Wisdom and said: 
I have come from the empty and limitless realm of 
ultimate reality to live forever in the cave palace of 
this peak in order to save all sentient beings. 3 
The mountain as a sacred place containing the secrets of existence 
embodied in this story is repeated in many other cultures and the 
quest to reach this knowledge, whether it relates to earthly law or 
divine bliss, varies from place to place. 
Pilgrimages to these sites are many and varied and play a 
significant role in the way mountains and their conquest become 
metaphors for our own journey to understanding and the 
accomplishment of our spiritual goals. Simeon Kronenberg 
describes this process in his catalogue essay for the exhibition 
'The Sublime Imperative" as a wish to: 
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..... break through the thraldom of the commonplace and 
the habitual in order to arrive in another place where 
all oppositions have come to rest and the mind is 
awarded a profound stillness and peace. 4 
The aim of my study is threefold, firstly I will examine the role of 
the symbol and the processes that allow it to play a significant role 
in retaining a meaning, and, in my study of metaphor, the means by 
which the juxtapositioning of these symbols produce the insight 
with which our experiences are enriched. 
Secondly, I will present my research on the mythology related to 
mountains. It is through this means that spiritual and cultural 
values are passed on and many of the assumptions and expectations 
that a culture holds as important are shared. 
Myth can be seen as a culture'S record of its own human 
consciousness and it is through symbols that this myth is 
communicated. 
The chapters covering the history of the symbol in painting are 
necessarily eclectic in their choice of artists. I have chosen from 
our predominantly male art history, artists and movements that I 
consider relevant to my own view of the topic. 
This part of my study is concerned with the role of the symbol and 
the form of its interpretations in the expression of ideas and 
images that are relevant to it. To this purpose no attempt has been 
made to present a complete historical synopsis but rather a survey 
of influential factors and concerns that are repeated throughout the 
history of art, establishing iconographical links with my own work. 
I have attempted to tie together the means by which we read 
symbols, how these manifest themselves as part of the larger 
vision of humanity and to point out the essential search for 
spiritual enlightenment that is common to all cultures. 
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My intention is to present a situation where: 
History is no longer a meaningless facade of facts and 
artifacts, but an alchemical formula, a symbolic 
calculus, a mystery play enacted by the collective 
human psyche on the planetary stage.s 
Establishing these links with past cultures also helps to place my 
work in a context of continuity. 
In the seventeenth century Rene Descartes published his IIDiscourse 
on Method ll which developed: 
a rational division between the mind and body and the 
assertion of human reason over nature, symbolized by 
the vision of a landscape framed, contained and 
separated from the viewer, has a correlative in the 
reconstruction of actual landscapes: mid-seventeenth 
century gardens literally became spectacles ..... 6 
Landscape was to become a constructed celebration of intellectual 
and visual perception epitomising the supremacy of the rational 
mind. 
The Cartesian separation of life and landscape that ensued has been 
accelerating with time until, in our century, the effects of this 
emphasis on science and technology are gradually putting a question 
mark over the future of the planet. My concerns with this separation 
and the need for the search for a more unified perspective are 
exemplified in this part of my study. 
The Romantic movement of the nineteenth century was a rebellion 
against this increaSing emphasis on the scientific analysis of all 
life. The Romantics shared a vision of unity and wholeness that was 
prompted by the increasing fragmentation of life in their time. 
Their response was to accentuate the emotional ties with nature to 
seek integration with the living fabric of creation. 
Although some of these interests surfaced in the work of twentieth 
century artists such as Newman and Rothko, the development of 
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modernism and of self-referential works emphasised the individual 
ego and the avant-garde invention of the new. I believe this 
provided even further emphasis on the split between our direct 
experience of nature and our understanding of ourselves in relation 
to our environment than ever before. 
However, although these mainstream interests may concern some, 
there have always been artists who consistently produce work that 
symbolizes their own experience and philosophical views and have 
expressed these in their work regardless of the prevailing 
"fashions" of the art world. 
The art historian Roger Lipsey speaks of this ",," hidden side of 
Modernism" that has been overlooked by historians: 
It may be that we have not only failed to "drain" this 
resource but have nearly overlooked its existence. 
Many of the universally respected artists whose 
works are altogether familiar and whom we feel we 
understand have in fact escaped understanding 
because we haven't yet penetrated the spiritual 
history of modern art. These were men and women who 
cared for "the things of the spirit". Their art is in part 
dedicated to that concern and expressive of it. They 
shared Kandinsky's preoccupation with the spiritual, 
thought and often wrote of it in their own terms, 
worked for it to enter their creations not as a passing 
presence but as a central reality'? 
In Part II, I have commenced with an examination of the twentieth 
century artists who have influenced the development of my work, a 
consideration of some of the issues that are part of contemporary 
art practice in the nineties and a discussion of the paintings that 
make up the major part of my presentation. These paintings are my 
response to a particular geographic site. The remainder of my study 
examines the relationship of the research recorded in Part I to the 
technical implementation of these paintings. 
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The metaphor of a pilgrimage to the mountain and of searching for a 
lost unity is implicit to the unfolding of this process. Consistent 
with this is the expectation that the layers of meaning used in my 
study will coalesce at the summit in the realization of unity. 
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PART 1 
CHAPTER 1 
Symbol and Metaphor 
An understanding of the definition and function of symbols can play 
an important role in interpreting visual phenomena. Symbolic 
connotations can add a new value to an image, linking many diverse 
factors by a system of correspondences and associations. 
C.G. Jung described a symbol as an object that implies additional 
qualities other than its immediate, literal meaning. 1 A symbolic 
element is inevitably present in all art that reflects an artist's 
response to their environment, whether it is by conscious selection 
of images, or evident in the choices made in the use of colour, line 
or tone. 
The Hindu philosopher Ananda K. Coomaraswamy defines symbolism 
as the art of thinking in images. He describes the use of symbolism 
by the artist, not as a direct reflection of the world but as having: 
... an ascertained rational significance and an even 
deeper content, not functioning only as means to 
recognition but as means to communication and to 
vision. 2 
Until the onset of the Renaissance, a shared symbolic order existed 
which produced a fusion of community life with the world of 
religious belief. The disruption of this order was to cause a shift of 
emphasis toward what English art critic Peter Fuller describes as 
"individuation and a recognition of separateness",3 which eventually 
led to the industrial revolution, the development of science and the 
Cartesian separation of self and environment. 
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This shift of emphasis towards more individual and materialistic 
concerns than that of our ancestors has meant that most of us have 
lost the ability to relate consciously to symbolic material. 
It has been suggested by Jung that this facility has been relegated 
increasingly to our unconscious minds and finds expression in our 
dreams.4 Our brains interpret the visual material around us 
selectively. In order to cope with the wealth of visual stimuli we 
choose to note only those that are useful and important to us in 
some way. When this happens the visual sign communicates a 
meaning. This meaning is transferred via the viewers interpretation 
of the symbols and this can be related to the specific meaning of a 
symbol or to more general references to aspects of the culture in 
which the symbol exists. To take an example of this, a red traffic 
light communicates a meaning that is generally understood to mean 
danger, whereas a painting by Rembrandt has no such fixed reading 
and needs a completely different approach to form an 
i nterp retati on. 
In order to analyse the reading of symbols more closely, we can 
take the example of water, as referred to in J. E. Cirlot's A 
Dictionary of Symbols: 
.. Its predominant characteristics are (i) it fertilizes 
(ii) it purifies (iii) it dissolves. These three qualities 
have so much in common that their relationship can be 
expressed in a variety of ways, although one constant 
factor always emerges: a suspension of form - that is, 
the lack of any fixed form (fluidity) - is bound up with 
the functions of fertilization or regeneration of the 
material, living world on the one hand, and with the 
purification or regeneration of the spiritual world on 
the other.s 
So we have three levels of approach in this instance, (i) the literal 
reading of fluid water; the reading of the material itself, (ii) the 
function of the water as an agent of regeneration, bringing in 
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knowledge of the outcome and linking this to, (iii) symbolic 
associations with spiritual regeneration; its metaphysical meaning. 
Some of the other factors that are recognised as being universal in 
the way that symbols work are that nothing is meaningless or 
neutral, everything is significant, nothing is independent and that 
everything is in some way related to something else. 
This is explored in Cirlot's description of a "coordinate line" of 
"common rhythm". 
Thus, the sword, iron, fire, the colour red, the god Mars, 
the rocky mountain are all interrelated because they are 
oriented along one "symbolic line". .. ..... (here).... the 
symbolic order is established by a general correlation 
between the material and the spiritual ..... and by the 
unfolding of their meanings.6 . 
These parts of the whole can be complimentary or disparate and 
thus can produce either an ambivalent or coherent reading of the 
material presented. 
The use of analogy, to further describe the symbolic qualities of 
actions and objects is common, one which I have used in my own 
work and which I shall expand on in a later section of this paper. To 
give an example of analogy, the sun shines and conquers the 
darkness just as the hero vanquishes the demons. Here we have two 
parallel actions, the sun "vanquishes" the darkness and the hero 
"banishes" the demons. Another good example is a comparison 
between the heart and a pump. The analogy unites the two 
descriptions emphasising qualities that the two have in common: 
when their functions coincide and reveal their 
allegiance to one essence, both objects, although 
different on the existential plane, become one on the 
symbolic plane and therefore interchangeable'? 
Analogy is used in the 1952 novel Mount Analogue written by the 
French philosopher Rene Daumal where a group of mountain climbers 
set out on an expedition to find the location of Mount Analogue, the 
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mythical mountain that reaches up from earth to heaven. Parallel 
paths are drawn between the quest for spiritual truth and seeking 
to climb the mountain. 8 
An understanding of the use of metaphor is also important, part of 
my brief has been to clarify my understanding of how this works 
and to find visual equivalents for the process. The dictionary 
defines metaphor as "a figure of speech in which a term or phrase is 
applied to something to which it is not literally applicable in order 
to suggest a resemblance".9 
The many theories about metaphor and its use have been the subject 
of much debate amongst philosophers from Plato and Aristotle 
through to the twentieth century. My interest has been in the way 
that two disparate factors, objects or events can be put together to 
produce a new reference, an insight or imaginative leap that would 
not have been possible without this juxtaposition. By this process 
a tension is produced between the literal reading and its context, 
without this tension and its clash of meanings there would be 
nothing to indicate the presence of the metaphor. 
Max Black, a philosopher active earlier this century wrote at length 
on this topic and his essay entitled "Metaphor" was considered a 
landmark by which we may understand modern thinking on the 
subject. Black's contribution to the debate was the "interaction" 
theory which is based on what the terms of the metaphor call to 
mind rather than similarities in the properties of objects. By 
introducing a good metaphor we use one system of implications as 
a filter or "screen" through which we see some other system. In 
this process the focus is on the gestalt switch or flash of insight 
that is induced .10 
This means that our perception of the everyday world of objective 
things is set aside or suspended allowing for the possibility of new 
insights and meanings, thereby fulfilling its function to broaden and 
extend the breadth of language, to say what cannot be said in literal 
10 
terms alone. For example the way we experience landscape depends 
on both what we see before us and our own inner interpretation of 
it, in terms of such things as our value system or religious and 
cultural preferences. 
When we put these two sign systems together e.g. the mountain 
itself and what it represents in our minds (perhaps a shining temple 
or tower), new insights are provided that transcend the literal view 
and the spiritual power or presence of the mountain is realized. 
An example of a metaphor that is relevant to my topic is by Peter 
Fuller, when speaking of his study during the 1970's of John 
Ruskin's work Modern Painters, Fuller describes the process in this 
way: 
To set out to read Ruskin's work today is to start to 
climb an unknown mountain, a flawed and contradictory 
mountain, yes, and one on which it is easy to lose one's 
way among all those granite stubbornesses, dangerous 
crevices, valleys clogged with the silt of dead ideas, and 
confusion of the strata of categories. It is a mountain 
upon which one constantly encounters strange fossils of 
thoughts, glacial drifts of verbiage, springs of brilliant 
insight, and the frequent glints of an almost unnaturally 
acute perception. Despite the arduous rocky passages 
where the going just gets so tough that one wants to 
give up, it is also an infinitely varied mountain, 
fascinating for its dappled surface, rich in filigreed 
rocks and luminous hoar-frost, and for the spectacular 
changes of view and mazes of argument which it offers 
at every turn. And, above all, it is a majestic mountain, 
with it's foothills and lower slopes rooted firmly in the 
common- or-garden facts of nature and physical being, 
but soaring up towards those giddy and sublime heights, 
swathed in clouds of rapture, where an atheist like 
myself must leave Ruskin to tramp on by himself to 
meet with his maker.11 
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CHAPTER 2 
Myth 
In the previous examination of the function of symbols, reference 
was made to the way that symbols still affect us today. Some of 
these symbols represent archetypes that are retained in our 
unconscious minds and find expression in our dreams, symbols so 
ancient and unfamiliar to us today that we do not always 
understand them. Symbols are the vehicles through which the 
psyche reveals to us the evolving mythology of our time. 
The work of Carl Jung has played an important role in reevaluating 
the connections between the myths and symbols of primitive 
peoples, the means by which they interpreted significant aspects of 
their environment, and twentieth century civilization, for whom 
these symbols appear meaningless and irrelevant. Jung has 
described some of these symbols as belonging to the collective 
unconscious which retains, and passes on to us, aspects of the 
primitive psychological inheritance of our forebears.1 This factor is 
exemplified in this quote from Joseph L Henderson: 
For the analogies between ancient myths and the stories 
that appear in the dreams of modern patients are neither 
trivial nor accidental. They exist because the 
unconscious mind preserves the symbol-making capacity 
that once found expression in the beliefs and rituals of 
the primitive and that capacity still plays a role of vital 
psychic importance. In more ways than we realize we 
are dependent on the messages that are carried by such 
symbols, and both our attitudes and our behaviour are 
profoundly influenced by them. 2 
The rituals and festivals we celebrate at Easter put us in touch 
with ancient practices in which the celebration of the cycle of 
death and renewal were important in reenacting the creation of the 
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world. For primitive peoples the annual celebration of the act of 
creation was an affirmation of the sacred reality of existence. 
Through the practice of sacramental acts representing 
the primordial secret of growth, death and rebirth the 
initiate seeks to obtain assurance of rebirth. 3 
The function of these rituals is to break down the isolation of the 
individual from the universe of living things and to intensify the 
sense of unity with the culture to which they belong. In the words 
of C.G. Jung: 
man is no longer a distinct individual but his mind 
widens out and merges into the mind of mankind - not 
the conscious mind, but the unconscious mind of 
mankind, where we are all the same.4 
This process and its residual effects, through the phenomena of the 
collective unconscious and the symbols of our dreams, is an 
important factor in developing our understanding of the way 
symbols affect us and our interpretation of both our internal and 
external worlds. 
One way of defining myth is as a metaphor for what lies behind the 
visible world. Rete"ing myth helps us to accept the world as it is, 
allowing for a capacity to explore the unknown realm and integrate 
an awareness of this into our lives in a way that is not threatening. 
Myths become an interface between what we know already and the 
search for the source of a" knowledge and truth; a spiritual quest 
that awakens a sense of awe and reverence. 
Modern forms of myth in art and literature can be a vehicle for this 
search. Joseph Campbell describes it this way: 
I think of mythology as the homeland of the muses, the 
inspirers of art, the inspirers of poetry. To see life as a 
poem. .. .... I mean a vocabulary in the form I not of words 
but of acts and adventures which connotes something 
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transcendent of the action here, so that you always feel 
in accord with the universal being. s 
An example of the way myth and religious belief connect throughout 
the world is in the recurring motif of the primordial hill or 
mountain. The conquest of a mountain can form a metaphor for the 
quest for a greater awareness, transcending many levels of 
consciousness towards 'nirvana' or the ultimate state. This is a 
notion that is evident in many cultures. 
Friedrich Nietzsche saw metaphoric understanding as pervasive in 
human thought and speech.6 Later, the philosopher I. A. Richards 
claimed that thought was metaphoric and that metaphoric 
principles of language were derived from this facility, rather than 
the reverse, as previously held. This would mean that the human 
mind automatically brought about a juxtapositioning of ideas and 
objects that produced a metaphor'? This factor may have 
contributed to the common occurrence of a belief in the sacred 
significance of mountains. 
The ancient Sumerians believed that heaven and earth were 
conceived as a great mountain whose base was the bottom of the 
earth and it's peak was heaven. This mountain is said to rise in 
stages from the chaos of the primeval sea.8 This idea is exemplified 
in the form of the Ziggurats of ancient Babylon, where these 
edifices rise in stages, in imitation of the cosmic mountain, a 
metaphor for the stages encompassed by initiates on their way to 
heaven. 
This old Sumerian idea of the graded stages of universal 
manifestation of divinity, symbolised in the towering 
Ziggurats, and understood to correspond to grades in the 
powers of human consciousness, surived through many 
transformations of myths and monuments, not only 
throughout antiquity, but also (in the Orient) even to 
modern times. 9 
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Even more ancient evidence of this phenomena was in the building 
of Silbury Hill in Wiltshire, England, thought to have been built 
4,500 years ago by a Neolithic culture. The primodorial hill was a 
recurring feature of Neolithic cosmology and the construction of 
Silbury is thought to have served as a symbol of fertility and a 
celebration of the fecundity of the earth mother. 1o 
The Persian text Zend-Avesta describes the phenomena of the 
World Mountain as: 
To the East rises the "Lofty Mountain" from which all the 
mountains of the earth have grown. This heavenly 
mountain is called "Navel of the Waters" for the fountain 
of all waters springs there, guarded by a majestic and 
beneficent goddess.11 
In the Indian tradition, Mount Meru is the mountain that exists at 
the centre of the world, and above it shines the polestar. In 
classical Buddhist belief Meru, the axis mundi or central axis, 
towers at the centre of a multidimensional system, its function 
presented as similar to a divining rod that receives the energy from 
above. Oriental cosmologies were able to discuss correspondences 
between the order of the universe, the macrocosm; and human 
beings, the microcosm. 12 
In the traditional Hindu tantric view of the human body, the main 
nerve which runs through the human spinal column, the channel for 
the psychic forces that determine our spiritual growth, corresponds 
to the notion of the axis mundi or Mount Meru. Progress up this 
system brings about a move from the base animal side of human 
nature towards spiritual awareness and infinite consciousness. 13 
In Tibetan presentations of the cosmos, Mount Meru appears as: 
the spearhead of a massive downward thrust of spiritual 
power or energy. This congeals into matter and then 
proceeds downwards diminishing as it goes until it hits 
the ground and then it suddenly spins outwards, whirling 
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a vortex of oceans and continents as far as the outer 
limits.14 
Finally, Mount Meru was also the source of all the waters of the 
world, these divide into four great rivers which flow into the four 
corners of the world. 
Over the centuries Mount Kailas in Tibet has been identified as a 
potential site for Mount Meru. Kailas was known to be deeply 
venerated before the advent of Buddhism to Tibet in the seventh 
century A.D.. In the early texts of Buddhist and Hindu mythology 
Kailas and Meru appear as separate mountains but later they are 
merged as one and the same. 
Today many Indians and Tibetans view Kailas as the 
place where the invisible form of Meru breaks through to 
appear in the physical plane of existence. A pilgrimage 
to the mountain represents, for them, a journey to the 
centre of the universe - the cosmic point where 
everything begins and ends, the divine source of all that 
exists and has significance.15 
By journeying to the peak and paying homage to the mountain, they 
hope to make contact with something within themselves that links 
them to the supreme reality underlying the cosmos. 
This notion of the world mountain is also implicit in the symbolism 
of the eighth century Stupa - temple at Borabudur in Java. This 
building, laid out in the form of a mandala, is covered with statues 
and smaller monuments called "stupas". The historian of religion, 
Mircea Eliade describes it as: 
an artificial seven storied mountain: a man-made Meru. 
As the devotee approaches it he believes that he is close 
to the centre of the world and on its highest terrace he 
breaks through into another sphere, transcending profane 
hetrogenous space and entering a Ipure earth'.16 
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The Ural-Altaic people believe in a central mountain, Sumeru, to 
whose summit the polestar is fixed. The Iranians have a belief that 
their sacred mountain, Haraberezaiti is situated at the centre of 
the earth and is linked to heaven. Mount Tabor in Palestine, referred 
to in the Bible, Judges 9:37, is invested with the status of a centre. 
"Tabor" is thought to be a derivation of "tabbur" meaning navel or 
omphalos. 17 Many traditions refer to creation as beginning from a 
central point, describing the development of the world using the 
analogy of an embryo spreading from the navel outward and from 
there to the four cardinal points. 
According to ancient Chinese belief, a magnificent palace of Jade, 
surrounded by ramparts of gold, perches on a mythical mountain 
that rises above the barren heights of K'un lun, a remote mountain 
in central Asia. Around the base of the mountain flows a river with 
magic and misty waters. The immortals that inhabit this wonderous 
palace pass their days in blissful contemplation of the divine and 
enjoy the purest pleasures of body and spirit. 18 
Mountains have played a significant part in the development of 
religious belief. Particular sites have gained significance because 
of their association with reports of spiritual encounters with 
powerful forces that are seen as manifestations of an higher being, 
thereby evoking a sense of awe and a fear of the unknown. Although 
these stories occur in countless forms, to attempt to connect all 
mountains with sacred encounters would be to trivialize their 
significance. The "Other" reality revealed by the presence of a 
mountain, refers to the universal, not to every particular and 
characteristic circumstance. 
Just as one of the blind men in a well-known Eastern 
parable mistakes the trunk of the elephant for the entire 
animal, if we try to identify every mountain with a 
cosmic axis, for example, we run the danger of 
mistaking what is symbolized for one of it IS symbols.' 9 
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Every view considered here is of two parts, the mountain and the 
stories associated with it. The juxtapositioning referred to in the 
section on metaphor becomes important once more. The two aspects 
of our knowledge of the mountain, the literal topographical view 
and the myths and legends associated with it, together create a 
third factor, the sense of the sacred, which again refers back to the 
original two aspects. As in music, a fusion of notes in a chord 
resonate together to produce a harmonious sound, a sound that the 
individual notes could not produce alone. Through this process we 
perceive a sacred harmony that speaks of the unity underlying the 
diversity of earthly experience. 
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CHAPTER 3 
Pilgrimage 
Pilgrimages to sacred mountains have been part of the history of 
humanity. Reports of sacred acts, miracles and extraordinary 
experiences of people regarded as prophets or sages, creates hope 
for salvation and healing in the mind of the pilgrim. Many people 
have journeyed for up to half a lifetime to reach these cosmic 
centres where they believe transformation is possible. For example, 
Mount Sinai, where Moses received the ten commandments and 
witnessed the burning bush, and where the monastery of Saint 
Catherine now stands. 
Montserrat, the 4054 feet sandstone mountain that dominates the 
skyline near Barcelona has a shrine near its summit and pilgrims 
journey there to venerate the holy image of the virgin, said to have 
been miraculously discovered by shepherds in the middle ages. 
Japan's most famous mountain, Fuji, is a centre of pilgrimage. 
Every year thousands of people follow routes established long ago 
by holy men. Four major routes zig zag up the gritty paths to the 
top, where pilgrims and tourists alike, pause to meditate at the 
summit, circumnavigate the crater's rim and return to their daily 
routine for yet another year.1 
This process is similar to the pilgrimages of thousands of Chinese 
people each year. Climbing the three thousand steps on the route up 
to Tai Shan, they pass through the three heavenly gates that mark 
the transition to higher and more sacred levels of the path leading 
to the South Gate of heaven. This is close to the spot where 
Confucius stood and surveyed the insignificance of the human 
world. 2 
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More than a million pilgrims visit Mont St. Michel in France each 
year. St. Michael's mount in Cornwall and Croagh Patrick in Ireland 
are other popular centres. 
Pilgrimages to the four sacred mountains which make up the 
boundaries of the landscape and environment that is the provence of 
the Navajo are considered essential for the spiritual harmony and 
well-being of the people. Navajo medicine men purify themselves 
with ritual sweat baths before making their pilgrimage to gather 
herbs. Before harvesting the plant they stand before it and make 
offerings to its inner forms reciting the myth that tells of its 
origin. 3 
Hermits often seek out mountains as places to transform 
themselves, the isolation and austerity assist in their meditation 
practices and help them in their aims to reach a higher plane of 
spirituality. Thomas Mann in his novel The Magic Mountain speaks of 
the meditation and focus gained from the isolation of a T.B. 
Sanatorium where enduring health problems, complicated personal 
relationships and the abrasive behaviour of the inhabitants become 
a metaphor for the quest for spiritual growth and attainment.4 
Literature and art have been concerned with tales of pilgrimages 
for many centuries. To set out to respond to the challenge of a quest 
is a favourite topic and in each case the stories reflect the cultural 
milieux of their times. 
One of the most dramatic of these was the story of Mount Purgatory 
in the Divine Comedy.5 Written during the early Renaissance, Dante 
drew directly on religious material from his time and culture to 
create a story of a mythical mountain, Mount Purgatory, positioned 
at the intermediary point between heaven and hell. This mountain, 
the place of the dead, is made up of several levels that comprise 
the seven deadly sins, and at each level temptations are surmounted 
and purged before the souls can progress to a higher level. The 
physical notion of Climbing represents the spiritual progression of 
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the soul as it sheds its sinful indulgences, repents and is 
transformed and sanctified at the top - heaven! 
The symbol of the mountain as a spiritual path is again broached in 
Neitzsche's Thus Spoke Zarathustra. In the opening passage 
Nietzsche refers to the traditional views of sacred mountains as 
places of revelation and transformation. Zarathustra emerges from 
the mountains after ten years of solitude and self-denial, strong 
and alight with a message for humanity - the death of God and his 
own omnipotence; only through the denial of the individual self can 
one achieve perfection. 6 
The theme of the cosmic mountain is again attempted by French 
philosopher and writer Rene Daumal. Daumal was interested in the 
theories of the Russian mystic Georges Gurdjieff whose synthesis 
of Eastern and Western thought was a powerful influence on many 
writers and intellectuals during the period between the two world 
wars. 
In Daumal's Mount Analogue, a group sets out to find and climb a 
mountain that unites earth and heaven, a legendary site that exists 
in a mysterious dimension that can only be reached in very exacting 
circumstances. The group aim to leave behind personal difficulties 
and mundane matters, and rise to the higher level of consciousness 
offered by ascending the mystical mountain. Daumal died before 
completing the novel, so we are left to imagine the rest of the 
story for ourselves.? 
The tradition of Sufi mysticism speaks of a mythical range of 
mountains that encircle the earth and symbolize the barrier 
between the world of matter and the realm of the spirit. In the 
twelfth century the Persian poet Farid Ud-Din wrote the poetic 
allegory "The Conference of the Birds" in which a group of birds 
undertake a journey over these mountains seeking a God/King who 
turns out to be a reflection of their own divine nature.8 
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Li Po, the Chinese T'ang dynasty poet, who lived in the eighth 
century A.D. spent much of his life wandering in the mountains. His 
poetry, a mixture of traditional and personal experiences evokes a 
sense of the sacred in a way that is unusually direct. Li Po looked 
upon himself as an immortal who had been banished from heaven for 
unseemly conduct. One of his poems presents the mountains as being 
beyond the physical world of ordinary mortals: 
Why, you ask, do I live up in these blue mountains? 
I smile and do not reply. Leave me in peace. 
Peach blossoms drift on waves of flowing water. 
There is another sky, another earth, beyond the world of 
men. 9 
22 
Chapter 4 
The Mountain in the History of Painting 
China was the site for some of the earliest stirrings of interest in 
depicting the power and mystery of mountains and the symbolic 
associations that accompany them. Painters began to paint 
mountainous views as early as the fourth century A.D.. Up to this 
point mountain regions were perceived as the awesome abode of 
dangerous deities and the only people to venture into these areas 
were sages armed with great wisdom and magical powers. 
Gradually, as more and more people ventured into these regions 
changes occurred that led to mountains becoming a favourite haunt 
of poets and painters seeking to get in touch with the spirit through 
contact with the Tao. This led to the development of landscape 
painting as a genre in its own right. 
Chinese painters used the two elements of mountains and water, a 
contrast which enabled them to portray or draw attention to the 
yin/yang theory of complementary opposites basic to the Chinese 
conception of reality. To visualize landscapes as compositions 
created from these two elements enabled the people to recall 
ancient views of mountains as sacred sources of water and life. We 
see the landscape comprised of the male/female principle embodied 
in the masculine heights of the mountains, partly hidden by clouds 
and shafts of sunshine and the feminine hidden valleys where 
flowing rivers run through banks clothed in foliage and flowers. 
Together these two illustrate the unity of nature and reveal, for the 
Chinese people, the essence of the Tao, the spiritual essence of all 
things which flows through the world as water flows from the 
mountains. 
In the fifth century A.D. Tsung Ping, one of the earliest landscape 
painters in China wrote A Preface on Landscape Painting in which 
he described his art as a form of spiritual practice: 
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If truth lies in the satisfaction of both eye and mind 
then a picture well executed will also correspond with a 
visual experience and be in accord with the mind. That 
correspondence will stir the spirit, and when the spirit 
soars, truth will be achieved. And though one should 
return again and again to the wilderness and seek out 
the lonely cliffs, what more could be added to this?1 
Kuo Hsi, the eleventh century author of the most influential 
treatise on Chinese landscape painting, emphasised the need for the 
artist to bring out the spiritual essence of his subject: 
If he fails to get at the essential, he will fail to present 
the soul of his theme. 2 
In contrast, mountains in Europe, during the middle ages, were 
depicted as strange and twisted rocks which rose abruptly from the 
plain, this was part of a very ancient pictorial tradition. 
They certainly go back to Hellenistic painting and 
survive in those manuscripts, like the Utrecht Psalter, 
which are based on antique models. They were common 
in Byzantine art as it has come down to us, in mosaic 
and illumination and they became the central motive in 
those icons which represent the desert of Sinai.3 
These stylised mountains became backdrops for saints performing 
heroic acts or witnessing miracles, their rugged shapes enhancing 
the sanctity of the saintly deeds. 
For hundreds of years painters in Europe were influenced by 
Byzantine tradition. Its flat decorative style characterized 
religious pictures produced in Italy well into the fourteenth 
century. Landscape was considered of little value and the means 
used to present images of it usually bore little relation to actual 
appearances. To a certain extent this was the outcome of mediaeval 
Christian philosophy. 
If our earthly life is no more than a brief and squalid 
interlude, then the surroundings in which it is lived need 
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not absorb our attention. If ideas are Godlike and 
sensations debased, then our rendering of appearances 
must as far as possible be symbolic, and nature, which 
we perceive through our senses, becomes positively 
sinful. 4 
A positive view of mountains began to develop in Europe during the 
Renaissance. This was prefaced by the growing discovery of the 
value of landscape for its own sake. Petrarch, the man whose name 
has come to stand for the junction of the mediaeval and modern 
worlds, was the first man to climb a mountain because he wanted 
to, and to enjoy the view from the summit when he reached it. He 
was the first recorded person to express the emotion on which a 
great deal of landscape painting depends, the desire to escape to 
the countryside from the pressures of city life. The story went that 
after he had feasted his eyes on the view of the Alps, the 
Mediterranean and the Rhone at his feet, he felt guilty, that he was 
admiring earthly things and returned to contemplate higher matters. 
That: 
..... nothing is wonderful but the soul, which when great 
itself, finds nothing great outside itself.5 
But the die was cast; painters, writers and poets became 
increasingly interested in landscape. As people cultivated and 
tamed the landscape, the less threatening it became and the more 
interest there was in natural surroundings. 
During the Renaissance mountains were treated with increasing 
realism in scale and texture although they still retained many of 
their traditional qualities. In fifteenth century Italy, mountains 
continued to provide a background for the portrayal of important 
figures and events. Giovanni Bellini's painting "St Francis in the 
Wilderness" of 1485, based on a close observation of the landscape, 
creates a new illusion of space from the bulky mountainous forms 
around the cave to the distant horizons. 6 
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Toward the end of the fifteenth century Leonardo da Vinci climbed a 
peak in the Alps and spent time drawing and sketching the ranges. 
His 1503 painting of "Mona Lisa" depicts jagged ranges divided by a 
river, the ruggedness of the landscape a contrast to the composed 
face of the woman. These forms were based on actual observation 
of the mountain landscape rather than on the stylised forms of 
mediaeval tradition.7 
In the northern regions of Europe painters still regarded landscape 
as a wilderness that surrounded the settled communities. Fear of 
what the unknown, unexplored regions might hold became a 
metaphor for the wild, untamed side of the human psyche. Avoidance 
of a confrontation with both was still considered expedient. 
Kenneth Clark in his book Landscape into Art suggests that painters 
of this period: 
..... knew that the human mind was full of darkness, 
twisted and fiery, and they painted an aspect of nature 
which expressed these dark convolutions of the spirit, 
just as the backgrounds of Piero della Francesca had 
expressed the clarity of the intellect. In doing so they 
no doubt made a conscious use of certain disturbing 
shapes and symbols. They are what we now call 
"expressionist" artists, a term which is not as 
worthless as it sounds, because in fact, the symbols of 
expressionism are remarkably consistent and we find in 
the work of these early sixteenth century landscape 
painters not only the same spirit but the same shapes 
and iconographical motives which recur in the work of 
such recent expressionists as Van Gogh, Max Ernst, 
Graham Sutherland and Walt Disney.s 
During the sixteenth century artists were to travel more widely 
than ever before, Durer brought influences of Northern painting to 
the artistic community of Venice and Italian paintings began to be 
seen in northern Europe. 
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A Flemish artist Joachim Patinir, whilst not the first person to 
paint "a landscape" was thought to be the first to successfully free 
landscape from its traditional associations. He painted images in 
which the main content was not narrative but scenery, although his 
mountains still retained much of the quality of Byzantine versions. 
His paintings on the theme of "Saint Gerome in the Wilderness" are 
good examples of this period. 9 
The contrasting approach to perspective of the two regions is 
interesting to note. In the Italian Renaissance school, artists 
depicted their landscapes from a single point that reflects the view 
seen by the spectator from a fixed pOSition in the foreground. On the 
other hand, the Flemish school, as exemplified in Patinir's 
paintings, preferred: 
vast panorama with multiple viewpoints and they dazzle 
the spectator with a rich profusion of natural scenery: 
mountains, valleys, plains and valleys, rivers and seas, 
harbours, castles and villages. 1o 
The development of Mannerist painting in the mid to late sixteenth 
century meant that landscape again became subordinated, this time 
to an ideal of elegant picture making. One painter who stands out as 
an exception to this rule was EI Greco. EI Greco, or Dominikos 
Theotokopulous, left few landscapes but one of the most dramatic 
is his "View of Toledo", in which he attempts to capture the spirit 
of Toledo. This painting is thought to relate more to the spirit of 
nineteenth century Romanticism than the sixteenth century 
Mannerist tradition and also reflects influences of Byzantine art. 11 
One of his earliest paintings is "Mount Sinai". Jose Guidol in his 
book on EI Greco suggests that the Mount Sinai painting was based 
on popular prints, sold at Mount Sinai to pilgrims who visited the. 
monastery of Saint Catherine. 12 In this image he makes direct use 
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of the stylised rocks of Byzantine iconography and thereby forms a 
direct link to the landscapes of Patinir. 
The seventeenth century was dominated by the classical landscapes 
of Claude and Poussin. Claude created harmonious compositions of 
topographical views and the more rigorously composed landscapes 
of Poussin projected a balance of the ideal and the real world. The 
Cartesian Poussin perceived landscape as an opportunity for the 
intellect to impose order and give logical reason to the disorder of 
nature. Mountains were not a dominant factor in the landscapes of 
these artists, they were merely a component part in the 
compositional balance of the paintings. In contrast with the 
dramatic landscapes of Patinir and EI Greco, their works aimed to 
present a poetic vision of a harmonious ordered world. 
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CHAPTER 5 
Landscape as Sacred Territory 
With the rise of the Romantic movement in the early nineteenth 
century mountainous landscapes again began to be perceived as 
places where unknown forces reside. 
This movement was a reaction against classicism, a reassertion of 
the artists right to interpret their surroundings in a personal way. 
Nature was approached with great respect, and an ability to invoke 
sublime manifestations of God in nature was sought, for here were 
forces greater than insignificant human beings. Artists made 
poetic and grand interpretations of nature with its wide variety of 
changing moods. 1 
Mountains were an ideal subject for these artists, soaring mountain 
ranges, tops hidden in mist, reaching upward toward heaven in 
search of the divine. Compared to the earlier fear of the unknown 
wilderness of the sixteen century, artists of this period regarded 
these regions more as symbols of perfection and sanctuary. John 
Ruskin, when writing his multi-volume work, Modern Painters 
described mountains as: 
Great cathedrals of the earth, with their gates of rock, 
pavements of cloud, choirs of stream and stone, altars 
of snow and vaults of purple traversed by continual 
stars.2 
Ruskin was known to retreat to the Alps periodically to renew his 
spirit and redefine hi,s belief in the healing properties of nature. 
Ruskin's descriptions of mountains lead to a consideration of some 
of the developments in philosophy that led to the great Romantic 
movements of the nineteenth century. 
In 1757 the Irish philosopher Edmund Burke wrote A Philosophical 
Enquiry into the Origin of Our Ideas of the Sublime and Beautiful. 3 
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He proposed to remedy confusion at the time by examining aspects 
of the topic in terms of the emotions of beauty and sublimity. He 
defined beauty in the contemporary phallocentric view of feminity 
and equated this with sexuality and pleasure. The sublime, however, 
was associated with both fear and majesty, of awe inspiring, 
immeasurably vast, fearsome might that provoked intimations of 
the divine. 
The insignificance of the human in the face of such power is 
accentuated. A demonstration of the immense powers of nature 
causes one to experience the sensations of terror and dread, but 
from a position of safety. Burke drew attention to the fact that 
when we experience an immediate emotional reaction to a place or 
event, to its beauty or its sublimity, thought is suspended and we 
experience the pleasure of the moment. 
Eighteenth century painters depicted the sublime as infinite 
splendour and awesome majesty reflecting overwhelming natural 
energies. 
Nothing is more sublime than mighty power and strength. 
A stream that runs within its banks is a beautiful 
object; but when it rushes down with the impetuosity 
and noise of a torrent, it becomes a sublime one.4 
Jean Francios Lyotard in his 1984 article "The Sublime and the 
Avante Garde" summarises this concept: 
..... here then is the breakdown of the sublime sensation: 
a very big, very powerful object threatens to deprive the 
soul of any and all "happenings", stuns it (at lower 
intensities the soul is at this point seized with 
admiration, veneration, respect). The soul is dumb, 
immobilized, as good as dead. Art, by distancing this 
menace, procures a pleasure of relief, of delight. Thanks 
to art the soul is returned to the agitated zone between 
life and death, ...... For Burke the sublime was not a 
matter of elevation (the category within which 
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Aristotle defined tragedy), but a matter of 
i nte ns ification . 5 
The paintings of the German painter, Caspar David Friedrich reflect 
aspects of this approach to the sublime. Friedrich is regarded as a 
central figure in the German Romantic movement and his 
contribution to European painting is cons idered to be as important 
as that of his Eng li sh contemporaries Constab le and Turner. 
Friedrich broke with the fashions and conventions of his day by 
abandon ing the picturesque landscape tradition in which he had been 
trained and sought a new pictorial idiom: 
which would allow him to express symbo lica lly his 
deeply held religious and political be liefs, and at the 
same time convey the intensity of his emotional 
response to nature.6 
Illustration 1: Caspar David Friedrich, "The Watzmann", 1825, 
133x170cms., Nationalgalerie, Galerie der Romantik, West Berlin 
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Friedrich considered painting as a subjective creative process, he 
believed that the artist should listen carefully to his own inner 
feelings and be governed by them at all times. 
It is not the faithful representation of air, water, rocks 
and trees which is the task of the artist, but the 
reflection of his soul and emotion .. ... the artist should 
not only paint what he sees before him, but also what he 
sees within him.? 
In his 1825 painting "The Watzmann" Friedrich uses mountains to 
epitomize his version of divinity as manifested in natural 
phenomena. 
Birch trees like those in the foreground were often 
employed by Friedrich for their association with the 
Resurrection, and his contemporaries versed in the 
iconography of German Romanticism, would have 
recognized in the image of the inaccessible, pure white 
mountain peak perpetually covered in snow and ice, a 
conscious allusion to the Godhead. . .... Friedrich thereby 
established a meaningful contrast between the more 
walkable terrain of the Elbsandsteingebirge ( a metaphor 
for our earthly existence) and the remoter ice capped 
summit, attainable only after the deep valley that lies 
hidden beyond the middle ground has been traversed.s 
Friedrich's consistent portrayal of a melancholy, meditative 
stillness, the separation of the immediate and the distant, and the 
symbolism that suggests these divisions, is outstanding in its 
ability to convey the infinite majesty of the natural world. His 
intense desire to depict nature as sacred, awe inspiring and remote 
has links with other artists of this period. 
The desire to experience the realm of the spirit, manifested in 
nature is also evident in the work of American painter Albert 
Bierstadt. Although Bierstadt had trained as an artist at Dusseldorf, 
his work showed many affinities with the paintings of Dresden 
artist, Caspar Friedrich. After travelling to the western regions of 
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America in the mid-nineteenth century he executed a series of 
paintings of the Rocky Mountains. This series was to play a part in 
encouraging the settlement of the western United States. Attracted 
by the portrayal of primordial perfection manifested in paintings by 
Bierstadt and his contemporaries, the pilgrimage to the promised 
lands began. Many people sought to return to their beginnings and 
renew themselves in the pristine grandeur of the mountains.9 
American historian Barbara Novak describes the changes that were 
taking place in the reception and understanding of paintings of this 
period particularly those of Frederic Edwin Church. 
The introduction of a pious morality often signalled the 
increasing Christianisation of the sublime. In such 
operatic paintings as "Heart of the Andes" and "Cotopaxi" 
the senses are blurred in a paraxism of activity. 
Cotopaxi erupts. Sounds fill the air. ..... Here sublimity 
overwhelms with a deafening roar. It maintains its ties 
with the older sublime through its stress on man's 
insignificance in the face of God's terrible power. Yet in 
the writings of artists and critics alike, these awesome 
connotations of divinity became even more 
specifically religious, even Protestant in nature. 
Thus the sublime was being absorbed into a religious, 
moral and frequently nationalistic concept of nature, 
contributing the rhetorical screen under which the 
aggressive conquest of the country could . be 
accomplished. 10 
An interesting post script to this phenomenon is that today, a 
symbol of this idealized view of nature, Bierstadt's "View of the 
Rocky Mountains" hangs in the White House, the symbolic centre of 
the American nation. 11 
The Australian connection with the Romantic tradition. is through 
Eugen Von Guerard, who came to Australia in 1852 after training at 
the Dusseldorf Academy in Germany, where he was influenced by the 
33 
works of Caspar David Friedrich and his religious reverence for 
nature. Von Guerard travelled around the new colonies, painting 
sublime landscapes of wild mountain scenery. Although the 
paintings of colonial artists such as Von Guerard, were shown in 
London and did encourage some emigrants to Australia, they were 
not as influential as the paintings of Bierstadt, Church and Cole in 
encouraging the settlement of America. Von Guerard's paintings 
were regarded more as a means of informing Australian city 
dwellers as to the appearance of the wilderness regions. However 
the influence of these works was restricted by the small size of 
the audience in the colonies. 12 
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Chapter 6 
The Individuals 
The quest for spiritual meaning was the foundation of many art 
movements, from the symbolism of the mediaeval manuscripts to 
the perception of landscape and its forms as representations of a 
deity resulting in the intensification of this quest in the Romantic 
movements in literature and art. Caspar David Friedrich's search for 
a spiritual resonance in natural phenomena is echoed in the work of 
the American painters of the nineteenth century, where their 
projections of idealised nature were to form the basis for a whole 
new approach to the perception of landscape in the new world. 
This search for an infinite omnipresent force in nature that would 
resonate with the soul of humanity and redeem all the inadequacies 
of mortal existence was to continue in the work of many individual 
artists, both Eastern and Western, in their own personal quest for 
meaning. 
One of the great masters of Japanese art, Katsushika Hokusai, 
focussed his attention on the perfect cone of Mount Fuji. Hokusai 
believed the peak to be sacred, a symbol of immortality and 
stability and believed that by repeatedly depicting its perfect form 
he would attain his ambition of living past the age of one hundred. 
Hokusai, one of several names that he chose for himself, means the 
Northern Star, a reference to the North Star, the fixed point in the 
Northern heavens around which the other stars revolve. 
Between 1831 and 1835 he produced two sets of prints. One set, 
"One Hundred Views of Mount Fuji" demonstrates Hokusai's 
familiarity with contemporary religious beliefs and practices, 
depicting the Goddess of Mount Fuji with images of the birth of the 
volcano and of the first ascent of the mountain. The other series 
"Thirty Six Views of Mount Fuji" brings out the sacred nature of the 
peak but without relying on traditional religious imagery. 
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In the early nineteenth century followers of the "Fujiko cult", 
fou nded in the seventeenth centu ry, believed that the deity 
associated with Fuji was a transcendental god and it was common 
to construct miniatures of Fuji, up to twenty feet high, in the city 
of Edo. For those unable to make the climb, and this included women 
who were forbidden to ascend the sacred mountain, this was a 
means of achieving the same benefit as climbing the real peak.1 
Hokusai began to produce his "Thirty -S ix views of Mount Fuji" 
around th is time. One famous print from this series is "The Great 
Wave of Kanagawa" in which an enormous wave looms up over a 
boatload of people caught in the swells of its power, fingers of 
foam reach out toward the still form of Mount Fuj i behind. Through 
the turbulent image of the foreground disaster Fuji sits stab le, 
serene and composed in the background, the wild action of one 
accentuating the stillness of the other.2 
For Hokusai, Mount Fuji represented a centre of stab ility and 
permanence, around which he assembled his shifting views of 
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Illustration 2: Katsushika Hokusai, "Great Wave Off Kanagawa", c.1832, 
Art Resource, New York. 
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the world of change, the contrasts of the movement of the cycle of 
life and death, Samsara, and the still centre of Fuji - intimations of 
Nirvana, the serene state. 
In Europe, the influence of the Romantic movement was to continue 
in the late paintings of Ferdinand Hodler (1853-1918). Hodler was 
heir to the northern pictorial tradition of the romantic veneration 
of the sublime in landscape. He was to turn to landscape painting 
late in his life but, for him, the mountains represented not the wild 
windswept landscape, but instead a vehicle for his search for a new 
iconographical system that would portray the qualities of absolute 
stillness, of purity and of sanctity. He translated the Alpine 
mountain landscapes of his native Switzerland into images of silent 
simplicity. 
Robert Rosenblum describes Hodler as alternating between the 
extremes of fact and symbol. The distant inaccessible mountain 
summit becomes, in Hodler's hands, a symbol of eternity fixed far 
above the plane of human existence. 
We are in fact in the same mountain realm as Friedrich's 
view of the Watzmann, a realm that lets us gaze at, but 
never scale an impossibly remote, icy blue divinity 
whose timeless power is underscored by the 
compositional push toward a centralized symmetrical 
emblem. 3 
Another artist working with the theme of the mountain, early in the 
twentieth century, was the Post-Impressionist artist Paul Cezanne. 
Cezanne, like Hokusai, was to concentrate on one mountain location 
in his search for truth. This was Mont Sainte-Victoire near his 
home in Aix-en-Provence in France. Cezanne painted numerous 
views of Sainte-Victoire; approaching it from all angles of view, 
sketching and painting it repeatedly. This became, what Kenneth 
Clark describes as "a ritual act of worship in which he could 
achieve perfect self-realization." 4 Cezanne, a deeply religious man, 
believed that the act of painting brought man into contact with God 
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through his manifold creations. All great art, he felt, came out of 
this experience; what he describes as "a strong sensation of 
nature".5 This sensation functioned for Cezanne as a sense of the 
sacred. He regarded the repeated sessions of working with the one 
motif as a form of meditation that would eventually allow him the 
harmony that he sought. 
Cezanne sought to give his paintings the order and 
harmony the permanence behind the fleeting 
impression, the eternal beyond the momentary - that the 
Creator had invested in nature ..... because God, for 
Cezanne was the greatest architect and geometer, he 
perceived nature itself as harmonious, orderly and 
geometrical. 6 
At first these paintings do not seem to have the associations with 
the sacred that we ascribe to Friedrich or Bierstadt but the 
intensity of the focus on colour, form and the repetition of this one 
motif, give it a monumental presence that ranks it along with 
theirs. 
Paul Klee, like the Romantics before him, believed that the making 
of art was: 
.... a metaphor of the Creation, that it mirrored divinity 
the way the terrestrial mirrors the cosmic, that it could 
serve to assist mankind in experiencing the mysteries of 
religion and God.? 
Klee painted "The Niesen", a mountain in the Bernese Oberland 
famous for its triangular shape, in 1915. Klee used the motif of the 
mountain as a symbolic expression of his inner life and culture. 
That he chose it may have been related to his knowledge of Hodler's 
painting of "The Niesen" executed in 1910 and his awareness of the 
work of Cezanne with Mont Sainte-Victoire, but for Klee "The 
Niesen" had a particular relevance to his own personal crisis. His 
painting is possibly an attempt to bring forth from himself balance 
and integration at a time in his life when he needed stability. 
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Collectively speaking "The Niesen" depicts the 
immutable centre, so missing, yet so necessary during a 
troubled time. In this regard it can be compared to other 
symbolic representations of the "axis mundi", that have 
embodied the continuity of their respective cultures ..... 
The sacred mountain is nothing less than an expression 
of the basic human need to maintain contact with and be 
anchored by a sense of central purpose and direction, 
whether it be called God or the Self. From within his 
own experience Klee was able to express this for 
himself and for his conflicted time. 8 
In 1945 American artist Georgia O'Keeffe settled in the mountains 
of New Mexico. She felt an affinity with the landscape there, and 
spent time each day walking in the nearby hills. These hills 
represented for her a stability, simplicity and honesty that was 
inherent in natural forms, and struck a resonance with her own 
inner resources. This was to produce an art that related directly to 
her own perception of both her inner self and the landscape she 
loved. 
Writing to her friend Henry McBride, she described her feelings for 
the New Mexico landscape: 
You know I never feel at home in the East like I do out 
here - and finally feeling in the right place again - I feel 
like myself and I like it - .. "... Out the very large window 
to rich green alfalfa fields - then the sage brush and 
beyond - a most perfect mountain - it makes me feel 
like flying - 9 
She freely occupied and explored the wide open spaces of the 
Southwest, here she was free to study closely the fantastic effects 
of nature and the geological history evident in the eroded hills. In 
her art she believed she could capture the unknown and make it 
known. Her images reflect her quest for simplicity, striving to 
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Illustration 3: Georgia O'Keeffe , "Red Hills and Bones",1941 , 76x102 ems. 
Philadelph ia Museum of Art , The Alfred Stieglitz Collection. 
reduce the wealth of detail that surrounded her, to an essential 
truth . 
The badlands of New Mexico, faithfully observed, became 
in her art , a figure for the universal, for what is. after 
the nonsense has subsided.1o 
Living alone in the desert she found a simplicity of life that others 
find only by entering a monastery or spiritual community. 
O'Keeffe was aware of the symbolism of the mountain or hill as an 
emblem of spiritual transition and used this, along with the symbol 
of the ladder, in a way that provides the viewer with overlapping 
layers of form and meaning .11 
In her painting "Red Hills and Bones", any sense of scale is 
suspended and the dome-like slopes of the red hills fill the canvas , 
bones lie at the base of the hills , and one is reminded that, in some 
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primitive societies, there is a widespread belief that the life force 
resides in the bones. Ascent is possible and the hills offer ancient 
promises of spiritual transcendence. Q'Keeffe's method of painting 
the hills near her home is reminiscent of the meditative, approach 
of Cezanne and Hokusai. By repeatedly painting those hills she 
formed a ritual that provided a means of making them her own. 
She joked about the Pedernal, a mountain visible from 
her New Mexico home at Ghost Ranch. "It's my private 
mountain. It belongs to me. God told me if I painted it 
enough I could have it.12 
The art of Georgia Q'Keeffe has been an important influence in 
American art for many decades. Her place in the history of art has 
yet to be fully defined, but as a point of reference she has been 
significant for many artists today. This aspect of her career is 
examined more fully in Part 2 of this paper. 
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PART II 
CHAPTER 7 
Beginning 
The major part of the presentation of my research is in the form of 
the paintings. This paper plays the additional role of documenting 
the information gathered during my research and relates this to the 
paintings produced in the studio. 
J.E. Cirlot describes the symbolism of the mountain: 
Seen from above the mountain grows gradually wider, 
and in this respect it corresponds to the inverted tree 
whose roots grow up towards heaven, while its 
foliage points downwards, thereby expressing 
multiplicity; the universe in expansion, involution and 
materialization. 1 
This describes the process of collecting material that focuses on an 
archetypal theme such as the mountain symbol. The ever-expanding 
quantity of material collected serves to form the wide base, with 
the intensity reached at the summit; the probing search of the tap 
root, culminating in the consummation of the quest. 
As well as the sources of information in this research, there have 
been many other elements that have influenced the development of 
this series of paintings. The work of several twentieth century 
artists has provided a testing ground for this growth, each 
contributing a different basis for experimentation. This is 
manifested in the development of what I describe as my own voice 
and of finding a language with which to express this through the 
technical implementation of the paintings. 
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A sustained interest in the work of Georgia Q'Keeffe has been a part 
of my concerns for many years. I first became aware of her work 
through her early paintings of flowers. The unique approach to the 
subject and the simplicity of her vision slowed my scanning of a 
book on American art, the title of which has long been forgotten. 
Qnce again, my interest was aroused when I saw her paintings of 
the hills of New Mexico. Her repeated representations of these 
rolling hills reminded me of the shapes and forms that were part of 
the landscape I had grown up and lived amongst as a child in 
Gippsland. The reduction of detail and use of colour as a code to 
immediate experience formed, for me, a language that transmitted 
information clearly and distinctly. 
Although Q'Keeffe's passion for simplicity is reflected in her work, 
her early interest in Kandinksy's On the Spiritual in Art gives the 
work an added dimension. His belief in a search for the inner 
resonance of objects, places and the vibrations of colour could have 
been a contributing factor in this.2 
There is a story often told about Q'Keeffe: After leaving art school 
in 1915, she put her work around the walls of her room to gain a 
retrospective view of her progress. This was to be a significant 
experiment. 
.... As I looked around at my work I realized that each 
painting had been affected by someone else. I 
wondered why I hadn't put down things of my own 
from my own head (I thought), I have things in my own 
head that are not like what anyone has taught me -
shapes and ideas so near to me - so natural to my way 
of being and thinking that it hadn't occurred to me to 
put them down. I decided to start anew - to strip away 
what I had been taught - to accept as true my own 
thinking.3 
Q'Keeffe was to go on and develop her own vision in an individual 
way that had not been seen before, providing inspiration to women 
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the world over to find their own path and stick to it. Even though 
the paintings Q'Keeffe produced as a result of her involvement in 
the landscape of New Mexico influenced me greatly, I think this 
aspect of her vision was the strongest influence on my own path. 
The ability to find one's own voice amongst the dominant male 
attitudes and values that represented the "art world" of Q'Keeffe's 
time is a great role model for so many women who follow her. Her 
landscapes evoke a sense of something other than the literal 
presentation of a view of the site. We sense the "other" - a larger 
presence. Roger Lipsey describes this aspect of her work: 
Its value lies in its ability to connect us directly with 
something keenly alive in nature. It proposes a spare 
but heartfelt vision as the truth, preferable to any 
kinder, more elaborate version of things.4 
As feminist art historian Eleanor Munro suggests: 
I think clues to a point of view called "religious" are 
to be sought ..... in the obsession with which the artist 
returns to a particular subject, working it, worrying 
it, dissecting it, displaying it in its painful 
contradictions and infrequent but stirring overlapping 
of form and implied meaning: thus Cezanne painting 
the mountains, and Q'Keeffe painting the desert.5 
This repeated return to a particular site, as manifested in the work 
of Q'Keeffe, Cezanne, Hokusai and others, is a vehicle I have chosen 
to use in my approach to the topic and one I have not attempted in 
any sustained sense before. 
In an earlier group of works; "Cones of Silence", I chose several 
different sites throughout the Western District of Victoria as the 
impetus for constructing images which reflect my experience of 
each place. Each site elicited a response that was particular to it. 
My aim was to present the literal view of each, overlaid with 
philosophical perspectives in text, and pictorial devices that 
questioned established cliches of Western District post-colonial 
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landscape paintings and also drew attention to the prolific range of 
volcanic forms that exist in this region. I see this landscape as a 
construction that is chiselled and shaped to a pattern that relates 
more to European perceptions of "gardening" the landscape, rather 
than bearing any relation to Australian conditions and long term 
ecological balance. 
To begin with, the landscape in and from which the 
works were developed is hardly natural. Invaded and 
subdued well before the middle of the nineteenth 
century, its original ecology and peoples all but 
totally destroyed or displaced, the forms and colours 
of the Western District are largely modern 
abstractions, fictions derived from the practices of 
farming and the prerogatives of ownership. 6 
In this series I used the motif of the cone, comprising the 
archetypal female symbol of the triangle and the circle of eternity, 
to construct a geometric symbol that also refers to the actual 
physical existence of the volcanic cones themselves. 
One of my aims in these paintings was to construct a language, a 
system of "hieroglyphics", that referred to the repeated occurrence 
of the geological forms. The use of the formal devices of repetition 
and contrasts of scale, in some works, emphasising the repeated 
encounters with these phenomena as we journey through the region. 
This means of presentation is expanded in the Silbury Hill series. 
During an extended visit to England in 1992, I focussed my attention 
on this hill formation in Wiltshire. Silbury Hill, a part of the 
Avebury complex, is a truncated cone built approximately four and a 
half thousand years ago. It stands as a monument to the efforts of 
Neolithic people, in the middle of a wide valley. 
Seen from the tops of the surrounding hills, it is thought to 
represent the pregnant belly of a fertility goddess. On Lammas Eve 
(August 7th and 8th), when the moon rises, it was reflected in the 
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water in the moat surrounding the hill; this moat is ang led in such a 
way that the image is presented of the goddess of Silbury giving 
birth. This represents the ripening of the fruits of the harvest after 
the year's labour in the fields.? 
When the Romans came to Br ita in they were to divert the road 
running from Bath to London to go around Silbu ry Hill. The artist and 
writer, Michael Dames describes the experience of driving past on 
the road that follows the old Roman route : 
At first small er than a chi ld's hand, it expands at 
extraordinary speed, rear ing into the sky to fi ll much 
of the field of vision and appearing almost to block 
the way ahead before subsid ing in to a corner of the 
driving mirror eventually to be extinguished by a bend 
in the road. 8 
Its bu ilders were concerned with time and the changes brought by 
time. The images "Echoes of Sil bury" and "Progression", 1992, are 
Illustration 4: Noela Stratford, "Progression", 1992, 41 x92 ems. 
Collection of the Artist. 
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transitional, crossing from the thematic concerns of the group of 
works in "Cones of Silence" to the early focussing of my ideas in 
examining the symbol of the mountain which would lead to the 
major thesis work. In "Progression", I was drawing attention to the 
appearance and reappearance of the monument over a period of time. 
The use of repetition causes the image to build up, emphasising its 
simplicity and presence and repeated encounters with the motif 
build up the theme of the work. This work was executed in graphite 
on paper over a water colour base, rubbing back into the graphite to 
produce variations in texture and tone. 
The move from examining aspects that are common to a particular 
geographic region to working with a single location meant that the 
theme is explored more intensely, allowing the symbolism that is 
particular to it to be expressed more fully. 
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CHAPTER 8 
Methods and Meanings 
In preparing to introduce this series of paintings I need to discuss 
some of the choices I made in regard to the form of the 
presentation of the images. 
Early exposure to the Modernist ethos engendered in me an urgent 
desire to reach beyond the limitations of an autonomous form of 
imagery that refers only to itself and its constituent parts. My 
investigations of recent successors to this movement have revealed 
a wealth of possibilities. 
In a postmodern context, the works would be concerned with 
reconsidering, breaking down or deconstructing traditional 
associations with landscape imagery, making reference to the 
modes of representation that we associate with different kinds of 
imagery rather than what is portrayed. In the view of 
deconstructive philosophers such as Jean Baudrillard and Jean 
Francois Lyotard, the function of the postmodern is to further 
destablilize the symbolic order of our past traditions. They claim 
that it is obsolete to consider the union of a signifier and the 
signified i.e. the artworks and their meanings. 1 
Additionally, quoting, irony and contradiction have been added to 
the content of representation. The difference between previous 
practices of artistic influence and homage and quoting in this 
instance lies the reference to· the modes of representation, or 
combinations of these, and the viewer's knowledge of traditional 
iconographic convention. 
The Modernist imperative has been very influential for most of this 
century and successive debates that lead to new fields of endeavour 
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are necessary to question its power and clarify the uniformity of 
such a powerful movement. 
There is a need to break away from the ideological myths that held 
Modernism together. The fixation with originality that grew with 
Modernism serves to link with the break from cultural myths and 
beliefs that has occurred with the advent of scientific emphasis 
and the proliferation of industrial development. This has promoted 
the production of an increasingly separate art, an art that is further 
removed from the concerns of community and has brought about the 
elitism and isolation of art and artists from the concerns of 
humanity and their environment. 
The myth of the "innocent eye" is a good example here. The idea that 
images could spring from the unconscious in unpolluted form, 
carrying nothing in the form of content, was the epitome of the 
belief in original thought. Everything was believed to happen for the 
first time. 
The result is the production of art-for-art's sake, an assertion of 
the right to autonomy that produces objects. The natural conclusion 
to this is the production of a commodity that has little meaning 
beyond its decorative function. 
In her book The Reenchantment of Art Suzi Gablik argues that: 
The rational framework of modern aesthetics has left 
us with an ontology of objectification, permanence 
and egocentricity, which has seriously undermined 
arfs inherent capacity to be communicative and 
compassionately responsive ..... 2 
The aim of the postmodern, to interrupt the Modernist paradigm: to 
break away from the narratives of originality and egocentricity, is 
a valid concern, but the methods of deconstructing these should be 
considered carefully in terms of future options for dialogue with 
the culture. I believe we need to be careful that we don't create 
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even further divisions between artists and society, between a 
reflection of the vital considerations of the culture and an "endless 
accumulation of meaningless spectacle originating in the loss of 
any unifying narrative of the world."3 
In describing the works of American artist David Salle, Gablik 
claims his works deal with spectacle, not with meaning, and that 
his proliferating images have all the resonance of 
paper clips clashing in the night.4 
By breaking the chain of semiotic references between the signifiers 
and the signified, in an attempt to broaden interpretation, we run 
the risk of achieving meaningless, detached images. 
My own concern is with the presentation of meaning in the form of 
imagery that relates to our understanding of the holistic 
connections between human existence and the world of nature. I am 
interested in an examination of a landscape motif such as the 
mountain, the qualities assigned to it by both traditional and 
modern cultures, and the metaphor for human ambitions that this 
comprises. I believe my work is related to an iconographical stream 
that goes back to ancient practices, where images are used to 
connect a mythic or inherent meaning related to the values and 
beliefs of that culture. 
By using references to land forms in my images, it is inevitable 
that links are made with the traditions of European landscape 
painting as manifested in the Australian post-colonial landscapes 
of Von Guerard, and more recently, Nolan and Drysdale. The cultural 
codes that have developed around this practice imply a separation 
of the human from other natural processes that further emphasises 
the perception of the land a~ an alien idealized "other world", that 
is out there to be shaped and moulded to conform with inherited 
eighteenth century ph!ilosophical mores. 
Australian artist and writer Imants Tillers describes his 
preconceptions of Australian landscape painting traditions: 
To me this approach epitomized a cosy provincialism 
and reinforced a romantic and stereotyped view of the 
antipodes for non-Australians, particularly the 
British. 5 
As this post-colonial inheritance is an irrevocable part of a search 
for a national identity, the need for a new agenda, based less on 
conquest and dominance and more on an understanding of the 
interrelationships of life-forms is urgent. The question of the links 
between a particular place and national identity is a complex one. It 
is not part of my brief to expand upon this at length, however the 
cultural codes we have inherited affect our reading of images and I 
am aware that this factor will influence the reading of my work. 
In 1989 Bernice Murphy discussed this relationship to place in an 
article about the New Zealand artist Colin McCahon: 
First there is no natural relationship between place 
and national identity as a configurating source of art 
that in any way guarantees the structure and forms of 
art which are the result of mediated endeavour, 
deploying aspects of visual constitutive 'language' 
that is acquired from many sources, often far distant 
from places where art is produced.6 
Colin McCahon has been a strong influence on my work. My interest 
is related to the New Zealand painter's role in dealing with the 
questions of Modernism, but in holding back, as did O'Keeffe, from 
complete capitulation to art-for-art's sake. His use of scale, his 
hybridization of the ideas of Modernist artists and his use of 
quotation gives his work a contemporary presence. Throughout, 
McCahon retained a commitment to meaning: 
For McCahon, art had to be a means of speaking with 
fully personalized communicativeness and conviction 
about its subject - even (or rather especially) when 
one's most recurrent subjects were death, spiritual 
uncertainty and a social loss of moral purpose.7 
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McCahon travelled to America in 1958 and on return painted the 
"Northland Panels". These panels are a response to the paintings of 
such artists as Newman, Still and Rothko. The inscriptions "A 
landscape with too few lovers" (on the fifth panel) and "Qh yes, it 
can be dark here and manuka in bloom may breed despair" (on the 
eighth panel) add a layer of meaning beyond the reduction of 
landscape shapes to vertical panels of unstretched canvas. 
McCahon encourages us to consider the land as a place 
to live and become familiar with, to use well and not 
have mastery over. He attunes our senses to the 
particularities of a particular place and the profound 
philosophical questions which it engenders. We are 
invited to walk the length of this sequential work 
registering by turn the ragged texture of native bush 
subjected to rain, the bird call of a tui (figured as a 
cross repeated thrice), the little white road 
tremulous against the enormous heaviness of hills and 
the black/white juxtaposition of Night and Day.8 
McCahon "polluted" the Modernist linear progression of development 
towards the production of pure form for its own sake. His work, 
whilst strongly influenced by modern devices, swung heavily across 
contrary territories of pictorial representation. His "Gates and 
Journeys" series reflects a movement from geometric 
simplification and acknowledgment of the flatness of the canvas to 
a single fixed image or multiple views. 
From the introduction of an overlay of text in his early images to 
the all word and number paintings of the sixties, McCahon 
manipulated these visual signs to imply meaning. These word and 
number paintings were regarded by some critics as the mature 
works, whilst the landscape-based works were seen as the 
immature, but when the dates and range of his work is examined it 
is evident that there is an overlapping range of format that is 
consistent throughout his career. 
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Even though McCahon was preoccupied with the bigger questions of 
existence and mortality, he remained committed to the New Zealand 
landscape where he lived. 
McCahon remained as firmly pinned to place as a 
butterfly to a specimen card. His visions and prophetic 
shouts are planted solidly in Papatuanuku, however 
much sky gods and sea gods assail them. For all 
McCahon remained a painter of landscape.9 
The difficulty in locating McCahon as a painter whose dominant 
concerns were of landscape, abstraction or representation, is open 
to speculation. Imants Tillers seems to sum it all up for me when 
he describes his response to McCahon: 
.... in McCahon's work there is a constant tension 
between the search for meaning, the desire for 
transcendence and a pervading immovable scepticism. 
In this aspect McCahon exemplifies the twentieth-
century crisis of faith.10 
It is this questioning and probing combined with his use of 
landscape as an essential part of his images that holds my 
attention. To me, the questions of existence are irrevocably tied up 
with our environment and one of the tasks that is part of the 
twentieth-century crisis of faith is to find ways to come to terms 
with just this fact. 
Imants Tillers' paintings connect the work of another artist whose 
work has been an influence - Anselm Kiefer. The work of both 
painters has been the subject of appropriation by Tillers.11 Ki efe r's 
work intersects with McCahon's in its frequent use of landscape 
subject matter, its connections with the sublime, the use of 
layering, and in the introduction of text and other images in 
addition to the original. The form that Kiefer's images· take is of 
great interest to me. His use of abstract and representational 
elements allows him to formulate ironies and pose problems about 
the operations of sign-systems that would not be possible 
otherwise. He questions the way we read images, denies us an easy 
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reading and thereby gets us involved in deciphering his imagery and 
its content. 
Like McCahon, Kiefer's mode of presentation comes from Modernist 
practices, but his questioning of these has taken him beyond the 
autonomy of art forms to a form of postmodernist presentation that 
retains its meaning. In speaking of Kiefer the art critic John C. 
Gilmour describes the processes that are a feature of his work: 
Not only does he challenge some of the leading critical 
ideas about Modernism but he also actually employs 
ancient historical sources, the practices of the 
alchemist, mythological and cosmological narratives 
and his own German tradition to undermine modern 
assumptions of universal knowledge, historical 
progress and a purely aesthetic role for the arts.12 
The work of Anselm Kiefer represents more than a move away from 
the modernist paradigm; it also presents an alternative to an 
entirely deconstructive analysis of images. Suzi Gablik speaks of 
forming a new framework for a Reconstructive postmodern art 
practice, a more active mode that makes a positive move towards 
the development of a new holistic paradigm that will allow artists 
to begin to heal the rift that has developed between their work, the 
concerns of culture and the social in relation to the natural world. 
The description and notes on the paintings that follow in chapters 
9-12 represent a move in this direction. 
CHAPTER 9 
Fragmentat ion/Reconci I iation 
The Mount Elephant Project 
The idea from my first project for 1993 came from the Japanese 
artist Katsushika Hokusai, in 1834, when Hokusai was seventy and 
at the peak of his career, he began to publish a grandiose project, 
the "Hundred Views of Mount Fuji" The prints contained in this 
series were a departure from the traditional Japanese perspective, 
he adopted a low angle of vision which enabled him to achieve 
picturesque and impressive effects eg. Mount Fuji seen in the 
distance behind a huge wave. Hokusai aimed to achieve an 
impression, which meant he exaggerated and distorted the images 
to express his own view rather than traditional Chinese derived 
painting methods 
I liked the idea of focussing on one geographic location and working 
with it to produce a series of works. My response was to plan a 
series of one hundred small images forming a documentation 
project of one site - the mountain/hill/volcano - Mount Elephant. 
Mount Elephant is a monumental marker beside the Hamilton 
Highway at Derrinallum in Victoria. From many angles it resembles 
a resting elephant and as such is a recognisable form. As with 
Mount Fuji it becomes a symbol of place - a dominant land form in 
this region, visible throughout most of the volcanic plain in this 
part of Victoria. My aim was to examine the potential of the symbol 
in an expanded sense. I wanted to develop my understanding of the 
way such a symbol works, both on the level of its physical presence 
and its psychological effects on the viewer. 
On a physical level, it could be seen in terms of its location, 
silhouetted shapes, the texture of its surfaces, contrasting angles 
of view, colour, light, form, etc. On a psychological level, the mass 
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of the land form, as it rises up before us, the silence of its 
dormancy, the metaphorical inferences of brooding, a mediative 
stillness and a presence that mediates between earthly and 
heavenly matters. Consideration could also be given to the sense of 
enclosure in the crater, intimations of safety on reaching the inner 
sanctum and a hint of infinite unknown depths, suspected but not 
known. 
"One Hundred Views" was originally planned to be an open ended 
project. Because of its size it needed the freedom to develop as I 
worked on it rather than having a preconceived plan. Initially, I 
worked from the periphery, moving around the site, drawing and 
photographing the shape as it changed . My aim was to build up a 
bank of information to use as I move through the series. This 
recording of shapes was important, this is the aspect of the mount 
that distinguishes it from other volcanic formations in the area. 
As I moved in closer, climbing the hill, more details were apparent; 
textures and tones that were not visible from a distance. Reference 
to the scoria mining that has taken place on the western face was 
part of the recorded material. My aim was to present an image that 
is a literal reference to the site itself, overlaid with words, maps 
etc., that are related to my own experiences of being there. My 
journal notes record this entry: 
Mount Elephant acts as a focus: a navel in the belly of 
the smooth flat plain. It consists of a circle formed by 
the sides of a dormant volcanic cone with a peak at 
the south-east end, the centre of the crater has two 
mounds, remnants of lava arrested as a seal. 1 
This aspect of the mount as a centre is an important one. Snelling 
writes: 
When initially discussing the significance of the 
Centre it is useful to distinguish an outward exterior 
or macrocosmic aspect (the way it occurs in a cosmos 
or cosmic system) from an interior microcosmic 
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aspect (the way it occurs in man) the old traditions 
were able to identify fine correspondences or 
homologies between man and the universe 'as above so 
below' as we shall see ..... for in essence the Centre is 
the place of unity par excellence ...... Externally in any 
world system, the Centre represents that one great 
fixed point against which all measures may be taken 
and relations drawn.2 
These passages relate to my earlier discussion of the research 
where I described the perception of a creation as beginning from a 
central point, within the analogy of an embryo spreading from the 
navel outward and from this to the four directions.3 
This topic will be expanded in the next chapter, but for this 
painting, it is sufficient to understand the concept of the centre as 
it relates to focussing and drawing together disparate elements. 
began this project by collecting fragments; reading about 
mountain forms, the mythology, geology, history etc., that is 
associated with them; drawing angles and views; examining changes 
in the shape, moving in closer; feeling the stone, the heat and 
pieces of scoria. 
This mountain or hill form is part of the earth, part of my 
surroundings. From a distance it has become a medallion-like form 
marking the journey past it. On many journeys, I see it in different 
moods and experience a range of feelings and thoughts that are not 
necessarily connected to the physical form of the hill. 
When I first reached the central crater, I became more aware of the 
even circular nature of the form that I had been surprised to see in 
an aerial photograph of Mount Elephant. To me it represents a 
mandala; a circular form that is used in meditation. The image of 
this circular form seemed to unite the fragments that represented 
the one hundred views and to bring them together, unifying or 
reconciling the fragmentation of the component parts. 
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Plate 1: 
"Reconciliation: One Hundred Views of Mount Elephant" 1993 
Acrylic and Oil on Canvas,122 x 124 cms 
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Although based on astute observation of the raw 
physical world, the stimulus needs to be shaped so as 
to bring out both the internal structure of the physical 
world and its broader spiritual significance. It is the 
quality of the "structuring" that counts. This applies 
as much to a painting's compositional arrangements as 
to the ideas contained within it, for they are 
integrated as one.4 
My journal notes record an additional comment that I made at the 
time: 
There's an interesting analogy here: many people pass 
this site daily without realizing the crater is there at 
the centre of the form. We all rush on with our lives 
without being aware of the fragmentation within us. 
Our own quiet centre can be reached, but only with 
deliberation and focus. s 
Moving from a distant view to a direct confrontation with the 
slopes of the crater, I aimed for a synthesis of the perceptions 
gained in the process. The painting was executed with comparative 
speed. I began by gridding up a large canvas into one hundred parts; 
started to fill in individual sections, stopped, began to apply broad 
washes of acrylic paint, concerning myself with a general 
compositional balance, then moving back to the more detailed 
aspects of the image. This process of moving from the general to 
the particular and back again continued throughout the execution of 
the work. 
The function of the grid in this image links with the Silbury Hill 
series, the repetition and division into component parts presents 
images simultaneously to each other and against each other. The 
layering of another image over this means that the circular form of 
the aerial view unites the forms and effects a reconciliation of the 
collected fragments. 
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My intention was to present the results of many journeys, many 
experiences drawn into one converging point that focusses a 
multiplicity of forms into one single image. 
CHAPTER 10 
The Centre 
My discussion in the previous chapter of the significance of the 
centre leads into a consideration of the ideas behind this group of 
paintings. Some of my earlier notes raised the idea of Mount 
Elephant appearing as a navel in the belly of the plain, symbolically 
becoming the mountain at the centre of the world, the centre of the 
mythical world-axis, axis mundi. 
The association of the mountain with a centre is exemplified in 
mythology and religious texts. The writer John Snelling expands: 
It is like a great surveyor's rod at the heart of things, 
by its very presence, giving coherence and form to 
that which would otherwise be incoherent and 
formless. It is also the most spiritual of places: 
indeed it is here that divine or spiritual reality 
impinges on profane or mundane reality. This being so, 
it is the "place" where Gods or higher spiritual 
realities may be most readily encountered. Finally it 
is the place where creation began - as is suggested by 
the navel associations. 1 
Much of the symbolism of the legends and stories of varying 
civilizations contains reference to a "centre". Every inhabited 
region has one place that is regarded as sacred above all others. It 
is here that the sacred manifests itself in its totality, one has 
direct contact with the divine whether this is in the form of the 
beings or gods or sacred objects, the connotations of divinity are 
the same. 
In cultures that have the conception of three cosmic 
regions - those of Heaven, Earth and Hell, the centre 
constitutes the point of intersection of those regions. 
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It is here that the break through to another plane is 
possible and, at the same time communication 
between the three regions. 2 
In an earlier reference,· Stephen A Martin referred to Paul Klee's 
painting of The Niesen as an immutable centre. 
..... the sacred mountain is nothing less than an 
expression of the basic human need to maintain 
contact with and be anchored by a sense of central 
purpose and direction, whether it be called God or the 
Self ..... 3 
On this other level the desire for the centre can refer to the 
personal search for a still, quiet centre within oneself where one 
can find relief from the distractions of life. In alchemy, the fusion 
of energies necessary for integration is symbolized by Ouroboros -
the dragon eating its own tail, by doing this it infuses itself with 
its own poison, the dragon completes a circle and transformation 
occurs. The mandalas drawn by C.G. Jung during the First World War 
make a connection with this archetypal Image. Jung described it as 
"formation, transformation, eternal minds eternal recreation." 4 
Jung also was to describe his realization of the importance of the 
mandala: 
there is no linear evolution; there is only 
circumambulation of the self. Uniform development 
exists, at most, only at the beginning; later everything 
points toward the centre. This insight gave me 
stability, and gradually my inner peace returned. I 
knew that in finding the mandala as an expression of 
the self, I had attained what was to me the ultimate. 5 
My journal notes record an entry that relates to this lithe cosmic 
centre focussed; a place of contemplation, a quiet centre that is 
isolated by the side rims of the volcano and geographically by the 
plain of the western region of Victoria"6 . 
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Plate 2. 
"At the Sti ll Point of the Turning World" , 1993 
Oil on canvas,122x153 ems. 
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The next painting "At the Still Point of a Turning World" was 
planned around this concept. The sketches of the shapes of Mount 
Elephant that I did previously were useful in that they refer to the 
movement one makes around a central point. The shape changes 
accordingly. I put these images together in repeated panels 
arranged vertically on the side of the canvas. I had become 
interested in T. S. Eliot's poem 'Little Gidding' in which Eliot refers 
to the cyclic journey of life: 
..... and at the end of all our exploring 
Will be to arrive at the place for the first time 
Through the unknown remembered gate 
When the last of the earth left to discover 
Is that which was the beginning .... .7 
An image, derived from a drawing of Mount Elephant, was used to 
establish the mountain as dominant and overlaid with the poem. I 
liked the patterning of the words, the way they drift in and out of 
focus, in the same way that memories of places and things drift in 
and out of our minds. Over this I used a drawing taken from the 
contour map of Mount Elephant, representing a psychological map 
that encompasses the centre and integrates the parts - what John C. 
Gilmour describes as "sedimented layers of significance."s 
The layering or juxtaposing of images that are seemingly unrelated 
at first, is a similar process to the juxtaposing of ideas in the 
creation of a metaphor. The two things are put together, the literal 
place and the psychological or philosophical overlay (whether text 
or maps) to produce insight - a new factor. This is not unlike the 
process that the Surrealists used when they juxtaposed disjunctive 
and decontextualised images, they wanted to "shatter the 
parameters of the rational everyday world and to spark off new and 
unexpected poetic meanings" .9 
PLate 3. 
"Focus", 1993 
Acrylic and Oil Pastel on Canvas,122 x 102 cms 
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The next painting in the series is titled 'Focus' and concentrates 
once again on the concept of the centre. The T.S. Eliot poem in this 
case was 'Burnt Norton' from the Four Quartets series. 
..... At the still point, there the dance is. 
But neither arrest nor movement, And do not call it 
fixity. 
Where past and future are gathered. Neither movement 
from nor towards. 
Neither ascent nor decline. Except for the point, the 
still point. 
There would be no dance, and there is only the dance 
I can only say there we have been: but I cannot say 
where 
And I cannot say how long, for that is to place it in 
time. 10 
The side panel images used in "Still Point" are again utilized with 
some variations. For this one I used a low viewpoint, the high 
horizon of the hill is overlaid with the aerial view, and over this 
the contour map. In my initial proposal I wrote of a need to search 
for symbolic equivalents for geographic location and topographical 
detail in order to build up a vocabulary of signs and symbols. I 
believe the layers of text, the maps, aerial view and the "film cut" 
series of images are a movement in that direction. 
In "Omphalos: the Navel" I used the aerial view of the volcano, once 
again emphasising the idea of the site as a cosmic centre. The 
overlay of map-like road markers adds to the notion of viewing 
from above. The placement of the aerial view on the canvas is at 
about the same level as my own navel. I placed it in the lower 
central part of the composition in order to emphasise this. I am 
reminded again of the scholar Mircea Eliade's description of the 
cosmic mountain as the navel of the earth. 
it is not only the highest point on the earth, it is 
the navel of the Earth, the point at which creation 
Plate 4. 
"Omphalos: The Navel", 1993 
Acrylic and oil glaze on canvas,122 x 93 cms 
began "The Holy One created the world like an Embryo", 
affirms a rabbinical text, as an embryo proceeds from 
the navel onward so God began the creation of the 
world from its navel onward, and from thence it 
spread in different directions.11 
Rene Guenon, the great Esoteric scholar, drew attention to the 
hierarchical arrangement of the ancient Irish provinces around their 
meeting place at an omphalos stone close to the centre of the 
cou ntry. 12 The old ritual centre is the Hill of Tara and the Hill of 
Uisnech marks the geographical centre of Ireland. 
The ancient significance of Tara is indicated by its 
legends and by the remains of a megalithic ritual 
chamber, a stone from which was the seat of the high 
King at his coronation. On the summit of the low, 
rounded hill commanding extensive views over the 
landscape around, stood the great hall, designed as a 
microcosm of the whole kingdom. 13 
During the seasonal councils between the four provinces, the four 
kings each sat facing the four directions of their respective 
provinces. 
Through imitating the pattern of a perfectly ordered 
universe, the kings and nobles in Ireland symbolized 
the harmony which they hoped to achieve with their 
deliberations .14 
Earlier cultures knew that the earth was a living organism and 
treated it accordingly. The sacred sites were known to all and 
attributed great respect. This idea of a sacred site is receiving 
some attention in America. Artist James Turrell bought the site of 
Roden Crater in the Arizona desert in 1977. Turrell's aim was to 
create a place where you could gather up and assimilate the grand 
harmonies of the universe - a place where you could experience 
geological time rather than human time. The crater bowl has been 
reshaped so that if you lie down in the centre of the crater you will 
experience the sky as a dome. Turrell hopes to extend this to 
tunnels and underground rooms where people can revitalize their 
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senses and experience a new awareness of natural forces. The 
remote location also ensures that the visitor participates in a 
journey that is similar to a pilgrimage. Turrell hopes to set up a 
situation where, unlike the gallery situation where spectator and 
visitor are separated, "I take you there and let you see, it becomes 
your own experience."15 
My use of the aerial view changed in "Night Moves of the Mandala", 
the shape of the aerial view had now become so familiar to me that 
it took on the qualities of the sign rather than the symbol. My 
perception of a familiar object had changed; its meaning altered. In 
the painting the symbol has moved up in the sky becoming a 
symbolic sun/moon-like object that radiates light. The dark 
silhouette of Mount Elephant marks the horizon, an unknown 
secretive shape filling the middle ground. I used a lotus flower 
image in the foreground. Far Eastern iconography states that the 
lotus has a relationship to the sun, and refers to the macrocosmic 
sun up there but also to the microcosmic sun in the chamber of the 
heart. Joseph Campbell quotes the Maitri Upanishad: 
The course of the inner self is measured by the course 
of the outer self ..... and the course of the outer self is 
measured by the course of the inner self. For, as has 
been said "Now that golden person within the sun who 
looks down upon the earth from his golden place is he 
who dwells within the lotus of the heart and eats 
food." He who dwells within the lotus of the heart and 
eats food is the same as that solar fire dwelling in 
the sky, called Time, the invisible, which eats all 
things as its food ....... One may think of these symbolic 
flowers and their blossoming as referring either to 
. the macrocosmic order, the flowering of the universe, 
within whose bounds we dwell, or to the microcosmic 
opening of an individual's consciousness to its own 
potential amplitude. 16 
Plate 5. 
"Night Moves of the Mandala", 1993 
Acrylic and Oil on Canvas,122 x 93 cms 
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The lotus flower in the image is taken from a Hindu Puranic diagram 
of the world as a great lotus. Mount Meru sits in the centre with the 
four rivers flowing off in the four cardinal directions to the four 
corners of the world. 17 
The notion of the inner and outer world relates to my concentration 
in the previous works on the mountain as a centre or focus. 
Integration of the inner microcosm with the larger macrocosm is 
part of the aims of the spiritual quest. 
The transformation of the symbol of the aerial view takes it out of 
its ordinary context and places it in the category of the 
metaphorical. Anselm Kiefer illustrates this transformation of the 
symbol: 
If you lift up something from the ground 
then from the very moment it has been lifted up 
it is the same no more. It has been set apart. 
There has been a decision that transformed it. 
What has been lifted off the floor is by that very act 
becoming something. 
Something that is made to appear. 
This - something is born, it is sung into existence. 
What you have raised had not been before in the proper 
sense. Before that it had meant not more than one 
trivial example for the law of gravity.1 8 
71 
CHAPTER 11 
The Journey 
An interest in Taoism, the Chinese group of religious and 
philosophical traditions, is the impetus for beginning the next group 
of works. The quest to climb the mountain and reach the peaks that 
devotees believed were inhabited by supernatural beings was an 
important one. Taoists saw the mysterious way of the Tao as 
winding in and out of the clouds that surrounded the mountains. The 
Taoist emphasis on balance and equilibrium is at the core of my 
own interest in this philosophy. This is similar to the symbolic 
principle of the yin/yang. Although the oppositions of the two sides 
of the circle are in tension, they are not flatly opposed. They 
complement and counterbalance each other, each contains a part of 
the other and in the end both are resolved in an all-embracing circle 
that relates to the Ouroboros, the dragon eating its own tail, and 
ultimately Jung's mandala. 
Japanese Buddhists found in Mount Fuji a symbol of meditation. The 
word they use to describe its summit is the word for purity and 
perfect concentration. The image of Mount Elephant that I have used 
in "Pilgrimage" is from the south from where it is often seen early 
in the morning to be shrouded in mist. The Buddhists saw in the 
mists around Fuji a metaphor for a person meditating, rising 
upward to the peak of enlightenment. 
Just as the peak of a mountain soars above the mists 
that gather in the valleys below, so a person in 
meditation rises above the passions and illusions that 
obscure the vision of ordinary people. 1 
The Japanese believed that the clouds that cover the top of other 
mountains only swirl around the feet of Fuji. 
72 
Plate 6. 
"Pilgrimage", 1993 
Acrylic on Canvas,122 x 93 cms 
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This notion of pilgrimage is important in the work of Spanish born 
painter Remedios Varo. Varo was influenced by the Russian writer 
Georges Gurdjieff, who believed that when you die the spirit 
progresses to another plane. Varo was an associate of Rene Daumal 
who wrote the novel Mount Ana/ague which was discussed in an 
earlier chapter. Daumal's novel could be described as "a spiritual 
parable of the journey to enlightenment and spiritual purification 
..... "2 In "Ascension to Mount Analogue", Varo's pilgrim ascends the 
spiral path that leads to the summit, at once able to see what is 
ahead but also what has been accomplished. This is similar to 
Dante's journey of the soul on its way to heaven. 
My painting "'Pilgrimage" depicts a distant Mount Elephant swathed 
in mist. The road representing the way of the Tao, leads away from 
the foreground, indicating a journey. The enveloping mist, a fusion 
of air and water, represents the state of metamorphosis where the 
divisions between the levels of consciousness are obscured. This 
must be traversed before reaching the ultimate goal.3 
"Mount Meru: The Western Face", the next painting in the series, 
presents a close section of the side of Mount Elephant that has been 
mined for scoria. The wound that this mining has left is visible for 
miles around. Although mining has now been suspended and 
replanting of trees has begun, the wound still stands as testimony 
to the value systems of our culture. My analogy with Mount Meru, 
the cosmic. mountain of the East, refers to the unique qualities of 
this site. The local council failed to recognise the value of this site 
and saw it merely as a source of road making material. My 
presentation of this western face is analogous to the western face 
of Mount Meru. 
Mount Meru features in classical Buddhists cosmology 
towering at the centre of a multidimensional cosmic 
system like the handle of a mill-stone, some 
Buddhists cosmologers maintain that the eastern face 
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Plate 7. 
"Mount Meru : The Western Face", 1993 
Acrylic on Canvas,122 x 93 cms 
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of Meru is silver or crystal (white) the southern face is 
sapphire or lapis lazuli (blue) and the western face is 
ruby (red) and the northern face is gold (yellow).4 
From Mount Meru seven concentric rings of mountains radiate 
outward. In the painting I underpainted the upper section in pink to 
suggest the volcanic nature of the site, the idea of lava and life 
bubbling outward. The inverted triangle of the female marking the 
slope refers to this as a source of life, with the concentric rings of 
shadow reverberating ever outward. The inset image - contains the 
upward triangle representing Mount Meru existing in a sacred 
dimension in reference to its implied symbolic status. 
The next image - "Ascension" is a reference to the levels that need 
to be passed in order to ascend. The damaged hillside where the 
mining has taken place leaves a step-like layering that relates to 
progressive planes of reality encompassed by the journey up the 
mountain. Seven steps were added to the hillside to emphasise the 
symbolism of the levels. 
Transformation from the plane of samsara to that of 
nirvana occurs in successive planes by degrees just as 
on the cosmic mountain and round the axis mundi are 
disposed, rank after rank, the Gods ever purer. Little 
by little one rises toward the peak and beyond the 
peak right up to the summit of all that becomes ........ 
where takes place the passage to the other plane. 5 
My journal records my intentions: 
I will use the contour map of this site as an overlay, 
this will break up the horizon, slow it down, and draw 
attention to the upward gaze we use as we climb the 
slope ....... The seven steps are meant to invite 
speculation as to their purpose and may be to make 
some connections between their inclusion in the 
image, the well defined levels of the hillside and the 
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Plate 8. 
"Ascension", 1993 
Acrylic and Oil Pastel on Canvas,122 x 93 cms 
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"hovering" contour map which looks like a finger print or 
the eye of the Goddess as used in Neolithic carvings.6 
In my next painting "Jacob's Ladder", I have used the symbol of the 
ladder. Ladders are a well recorded symbol of the link between 
earth and heaven. Mirca Eliade discusses the importance of ladders 
and steps in relation to rituals carried out in symbolic centres: 
A good many myths speak of a tree, of a creeper, a 
cord, or a thread of spider-web and by means of which 
connects Earth with Heaven, and by means of which 
certain privileged beings do, in effect, mount up to 
heaven ...... In the mysteries of Mithra, the ceremonial 
ladder had seven rungs, each being made of a different 
metal ..... by going up this ceremonial ladder the 
initiate was supposed to pass through the seven 
heavens, thus uplifting himself even to the Empyrean, 
just as one attained to the ultimate heaven by 
ascending the seven stages of a Babylonian Ziggurat, 
or as one travelled through the different cosmic 
regions by scaling the terraces of the temple of 
Borobudur, which in itself, as we saw, constituted a 
cosmic mountain and an Imago Mundi.7 
This stairway was, of course sited on the axis of the world and the 
Centre of the Universe, otherwise transition would not have been 
possible. 
Genesis 28:11-12 records the story of Jacob: 
and he lighted upon a certain place and tarried there 
all night because the sun was set and he took the 
stones of that place and put them for his pillows and 
lay down in that place to sleep ..... and he dreamed and 
behold a ladder set up on the earth and the top of it 
reached to heaven and behold the angels of God 
ascending and descending on it. s 
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Plate 9. 
"Jacob's Ladder", 1993 
Acrylic , Oil and Oil Pastel on Canvas,122 x 102 cms 
Further interpretative footnotes include these comments: 
Jacob was now the type and representative of the 
whole church, which the angels are entrusted in the 
guardianship. II 
'The mediation of Christ he is this ladder, the foot on 
the earth in his human nature, the top in heaven in his 
divine nature: or the former in his humiliation and the 
latter in his exaltation. 9 
have used an image of the road that winds up the side of Mount 
Elephant, with a view across to the east, and overlaid this with a 
drawing of a rope ladder which runs from top to bottom, an 
indication of the all encompassing influence of this belief. 
In modern times stairways and ladders still symbolize the way to 
absolute reality, to profane consciousness and breaking onto the 
higher plane. In his book Transformations of Consciousness, Ken 
Wilber uses the metaphor of the ladder to describe the progress of 
self as it moves from one level of consciousness to another. 
The self ..... is the climber of the ladder. At each rung 
of that climb, the self has a different view or 
perspective on reality, a different sense of identity, a 
different type of morality, a different set of self 
needs, and so on.10 
In the Hindu Tantric view of the human body, the median nerve 
which runs through the centre of the spinal cord is believed to be 
the chief-channel for the psychic forces in mankind. This channel 
corresponds to the legendary Mount Meru. 
The practitioner of yoga seeks to divert the energy 
from the secondary nerves into the median nerve 
where as 'kundalini' it rises by degrees from the 
perineum to the crown of the head, passing en route 
through the first five-chakras or vital centres. When 
the kundalini as Shakti (Divine Power) reaches the 
Thousand petalled lotus of the brain chakra it unites 
with the (Divine Wisdom) and the yogi experiences 
realization. The brain chakra in this case corresponds 
to the summit of the world mountain. 11 
This process also relates to the progress of the soul in Dante's 
Mount Purgatory where the ultimate goal is the liberation of the 
spirit, oneness with the universe and transformation to a higher 
state of being. 
By layering the images of the mountain, the path, the ladder or the 
contour map, I have used a process that is similar to that of the 
metaphor. My intention was to use symbols, each carrying their own 
cultural codes of meaning, layered and juxtaposed to present a 
sequence of semiotic references that implies further potential 
dimensions and complexities in our contemplation of the site. 
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CHAPTER 12 
Realization 
At the place where all paths converge at the summit of the 
mountain, we gain a new perspective. The world is seen, as both 
Black Elk and Petrarch would have seen it, spreading out below us; 
the flattened aerial view of the land we have left behind forms a 
good analogy with the growth of the spirit in response to the 
challenge of the climb. 
Mountain climbers give accounts of a mystical sense of 
timelessness that they experience when engrossed in the physical 
act of climbing. Reaching the summit for them, is to achieve the 
object of their dreams and the goals they have longed for. At 
various points, the route seems to "peter-out" or lead to an 
obstruction of the path, when finding a new path is the only way to 
keep going. Doubt and uncertainty plague the climber - has it all 
been for nothing? 
An Italian mountain climber, Guido Rey devoted his life to climbing 
the Alps and described his experience of reaching the summit as 
the goal and fulfilment of the philosophical or spiritual quest: 
..... and I tasted the fresh ineffable joy of reaching the 
highest point - the summit; the spot where the 
mountain ceases to rise and man's soul to yearn. It is 
an almost perfect form of spiritual satisfaction, such 
as is perhaps attained by the philosopher who has at 
last discovered a truth that contents and rests his 
mind. 1 
In the Divine Comedy Dante described the summit of the mountain 
as containing the gates to paradisE!; the point of transition where 
the soul can progress to the heaven of the beatific vision. 
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Now it is the essence of the image of the axial point 
or pole that it should symbolize the way of the place 
of passage from motion to rest, time to eternity, 
separation to unity.2 
My painting USummitU presents an image of the unity we desire to 
attain, the view from the top, the expanse of land stretching off 
into the four-cardinal directions viewed through the ladder - like 
legs of the tripod that marks the highest point of Mount Elephant. 
On the ground the symbol of the endless knot shows through. In 
Tibetan Buddhism this symbolizes the unity of all things and the 
illusionary character of time. This symbol also has associations 
with Celtic culture. Cirlot describes it as one of the Eight Emblems 
of Good Luck in Chinese Buddhism representing longevity. U3 
The intensity of the bright light, shining down from above indicates 
enlightenment and the realization of unity. 
When I set out to examine the significance of the mountain symbol 
and draw parallels to my own spiritual quest, I embarked on a 
journey that took me through several stages in the development of 
my understanding of the processes involved in the quest. The role of 
the mountain as a centre has been very important in this. By 
focussing sometimes disparate elements then moving on up the 
slopes, conquering the challenges of the climb, eventually reaching 
the peak and consummating the quest. The achievement of a clearer 
focus and perspective after a long engagement with my topic 
equates this result. 
Nostalgia for the lost centre - and here the threads 
begin to draw together, paths converge and run 
increasingly in parallel. The way that the aspirant 
must travel is notoriously difficult, fraught with all 
manner of difficulty and danger up to the most 
extreme finally for the few who penetrate that far 
all parts coalesce in a single goal and realization. 
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Plate 10. 
"SUMMIT", 1993 
Acrylic on Canvas,122 x 153 cms 
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..... He who reaches the centre of the world reaches his 
own centre and finds them one.4 
The metaphor of change and growth is relevant here too. I have 
realized that the unity I was reaching for was already achieved. 
How could I see myself as separate from my surroundings when I 
was irrevocably part of them. This is exemplified in the quote from 
the Buddhist Scholar D.T. Suzuki. 
.... In prajna this differentiation (of subject and 
object) does not take place, what is seen and the one 
who sees are identical; the seer is seen and the seen 
is the seer. 5 
This unity of subject and object already exists, it is only within 
the limited perceptions of our culture that this unity is not 
recognised. The quest for unity implies a percieved lack of it. In the 
western world many people believe that mystics are out of touch 
with every day reality, but as Ken Wilber points out, this: 
... completely overlooks the sayings of the great 
masters of every tradition that 'your everyday and 
ordinary consciousness, that is the Tao'.6 
And, in the words of the poet Yung Chia: 
Like the empty sky it has no boundaries 
Yet it is right here even, serene and clear 
When you seek to attain it, you cannot see it 
You cannot take hold of it 
But neither can you lose it. 7 
The process of striving to achieve focus and of reaching for a 
higher level of relatedness to the cosmos has become an end in 
itself. Healing the duality between the self and other, and this can 
be interpreted as the environment of living things, has a much more 
profound meaning than I realized at the beginning. Wilber describes 
the impact of arriving at this moment of realization: 
It is not without risks but then no voyage is, ..... it ..... 
aims at healing a particular dualism, in this case the 
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Primary Dualism, the primordial dualism, the 
separation of the organism and environment, of 
subject and object, the separation of the Sun and the 
Moon, the splitting of Heaven and Earth, the very 
creation of Male and Female, the distinction between 
Inner Man and Outer Individuality ..... And fading Now, 
that the search ends, for it flashes - clear that the 
Goal, the Sought, is nothing but the Seeker himself.s 
At the summit all paths lead to the single point where the branches 
of the inverted tree converge into a single tap root; the axis of the 
self, that promotes and sustains the vital life force. 
My intention has been to present, as part of this paper, an overview 
of the implications of the way human beings relate to other parts 
of our living planet. The role that mountains play in this could 
contain a healthy alternative to the anthropocentric view of life as 
centred around human supremacy. 
The dominant role that land forms such as mountain or hill have 
played in human history and consciousness demonstrates a 
recognition of an affinity between landscape elements and humans 
that transgresses the limitations of time and cultural difference. 
This is exemplified in the Chinese landscape painting tradition and 
in the work of the Japanese artist Katsushika Hokusai where we 
have seen evidence of a conscious striving to reflect these 
affinities. The Chinese painter's ambition to reflect the balance of 
the Tao, the yin/yang fusing of opposites into an integrated whole, 
is closer to my own personal philosophy than the European tradition 
of 'landscape', where the term implied something that was 
separate; out there! A backdrop for the important activities of 
mankind. 
To be able to see the work of artists as connected to the cultural 
and ecological concerns of the planet requires that many changes 
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take place. The development of a new Reconstructive framing for 
art means that the locus needs to shift from the Cartesian 
emphasis on science and an analytical constructive paradigm, to a 
more ecological, holistic consciousness. 
In the past the role of myth and religious belief in consolidating 
the affinities between humans and nature has been vital. The 
challenge of our period in history, will be to find modern 
equivalents for these myths; to get in touch with the ancient 
psychological foundations that we have inherited from our 
forebears. 
Joseph Campbell spoke of the necessity for a new global myth that 
encompasses the needs of a unified world: 
For there are no more intact horizons: all are 
dissolving. And along with them, the psychological hold 
is weakening of the mythological images and related 
social rituals by which they were supported ........ The 
old gods are dead or dying and people everwhere are 
searching, asking: What is the new mythology to be, the 
mythology of this unified earth as a one of harmonious 
being?9 
In the post-Renaissance European world, art and religion are 
separate categories, although they both stemmed from the same 
source, the psyche. In previous times each was an aspect of the 
other. "For we might say that religion is the primordial unitive 
intuition." 1 0 This is manifested in a sense of something lost that 
needs to be found. The search for unity, for a touchstone where the 
psyche can find completion, is recorded throughout the history of 
the civilized world. Artists, in all fields of endeavour, have 
traditionally embarked on this search aiming to find a means by 
which the natural world and the world of the human soul can be 
united. Each artist employed methods of representation that were 
characteristic of their time, the Romantic artists used nature's 
outward appearances to depict their own inner forces and energies, 
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whereas Modernist artists strove to embody this energy more 
directly in the dynamics inherent in non-objective forms. 
Re-attuning to forgotten archetypes, as manifested in mythology, 
can solve the artists' dilemma of choice between the production of 
a didactic art that imposes a socio-political message and the 
expression of a personal belief or ideal that is revealing of self, 
yet still retains a universal quality. 
My own search for a means of representing these affinities in paint 
and canvas has been a continuous path leading on from my previous 
work; a process that reflects the layering of ideas that is my 
experience of the place where I am. Oil and acrylic paint have 
become the material, the layers of semi-transparent glazes built 
up and overlaid with drawings, maps, words, diagrams and symbols 
that make reference to the layering of perceptions and realizations 
that relate to each image. The integration of these layers into one 
image forms a metaphor for the unity of the inner and outer worlds. 
The metaphorical journey exploring this archetypal theme of the 
mountain has been one which has taken me through Peter Fuller's " 
... arduous rocky passages .... spectacular views and mazes of 
argument" seeking " springs of brilliant insight" that would 
culminate in a clarity of vision and the realization of unity that 
consummates the quest. 10 
The paintings that comprise the major part of my thesis are a 
manifestation of my research into the significance of the symbol 
and its role in the presentation of the theme. Through these means 
connections have been established between the search for spiritual 
meaning and my own immediate experience of the site. This series 
has resulted from working with the site, dissecting the wealth of 
detail and analysing it in order to extract the essential qualities 
that are particular to it. 
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Linking the research into the themes that have contributed to this 
paper and studio research in the visual medium of painting and 
drawing has produced works in which overlapping layers of form 
and meaning allude to the metaphorical process of identification 
with the site. These paintings are metaphorical representations of 
my experience of history, myth and symbol, and the search that 
brought them together. 
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